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MIFF MOLE 

FIRST TRAIL BLAZER 

OF MODERN JAZZ TROMBONE 
by Richard DuPage 




One hot summer afternoon in 1911 a bespectacled, 13-year- 
old boy boarded a trolley car in Hempstead, Long Island, bound 
for his home in neighboring Roosevelt. Under his arm he clutched 
an object enclosed in a large paper bag. Working his way to the 
rear platform of the car, he sat down and, finding himself alone, 
carefully removed from the bag a somewhat beat-up alto horn, 
upright model, purchased for a few hard-earned dollars at a 
Salvation Army store. The boy raised the mouthpiece to his 
lips, took a breath and emitted a hearty toot. That toot would 
make musical history and eventually launch the boy into becoming 
one of the outstanding brassmen of jazz. 

Irving Milfred Mole was born in Roosevelt, L.I. , March 11, 
1898 - with a Long Island ancestral background of over a hundred 
years. The nickname, "Miff, " came from "Milf, " his original 
nickname, derived from Milfred. Miff's formal music life began 
at eleven when he took violin lessons for three years. All his life, 
however, Miff had musical desires which were directed toward 
blowing rather than bowing, which led to the acquisition of the 
upright alto, or "peck" horn, as it is referred to in military band 
vernacular because of its chief function of supplying an after beat 
accompaniment. Miff was self-taught on piano, and proficient. 
At fourteen, after working during the day with his father as house 
painter, he occupied his evenings accompanying silent movies at 
the local nickelodeon in Roosevelt, a tiny establishment which 
still stands today in operation on the main thoroughfare of the 
village. 

About this time, Miff heard a brass band parading through 
Roosevelt and a trombone glissando made such an instant and 
lasting impression on the boy that there was no longer any ques- 
tion as to his musical goal and young Miff sent away for a mail 
order trombone. Again self- instruction filled the need of the 
moment and Miff learned to play the instrument by first striking 
each note on the piano and finding the appropriate position on 
the trombone. Before ever taking a trombone lesson he was 
playing professionally. 

Prior to the trombone, however, Miff frequently sat in for his 
father on violin in a trio consisting of violin, cornet and harp 
which furnished the music for many local country -style dances. 
Occasionally he would interject some rapid Venuti-like improvi- 
sations, much to the consternation of the harpist. This fast jazz 
technique on fiddle was in no small measure responsible for the 
amazing technique he developed on trombone. In other words, 
Miff, in addition to possessing the ability to play the instrument 
expertly in the accepted manner, was mentally and practically 
able to apply a heretofore impossible violinistic technique to the 
trombone, and not just gymnastically - it was always good music. 

Miff's first professional job on trombone was at the College 
Arms Cafe in Brooklyn where he remained two years. During 
this engagement Miff, at sixteen, began legitimate study of the 
trombone under Charles Randall, a thorough trombonist and an 
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important inspiration to Miff. Charlie Randall, in addition to 
being a legitimate trombonist, was adept at the early jazz and 
popular music. Between 1916 and 1921 Charlie played and re- 
corded with Ed Kirkeby's Merry Melody Men. Kirkeby, during 
this period was assistant manager of the Columbia New York 
studios. In 1921 he took over an obscure group known as the 
California Ramblers - the rest is musical history in relation to 
that organization. 

The second job which followed was a short stay at the Alamo 
Club on 125th Street in New York. Then Miff became a member 
of the newly organized Original Memphis Five, a cooperative 
band comprising Phil Napoleon, cornet; Miff Mole, trombone; 
Johnny Costello, clarinet; Frank Signorelli, piano; and Conrad 
Croningold, drums. Their first job was at the Harvard Inn on 
Coney Island. The bouncer was Al Capone, and Miff swears that 
the mobster was responsible for a bullet hole he found in his 
trombone bell on returning from an intermission. 

An important early influence on Miff was trombonist Eddie 
Edwards, then playing at Reisenweber's with the Original Dixie- 
land Jazz Band. 

Leaving the Coney Island job the OM5 went on tour accom- 
panying a dance act on the Orpheum Circuit. The dance act 
folded in Los Angeles and the OM5 returned to New York, but 
without Miff. He liked California and chose to remain, securing 
a job as featured player in a movie house orchestra. He also 
worked at the ' Sunset Inn in Santa Monica. The drummer there 
was Abe Lyman, whose brother owned the place, and Miff stayed 
about a year. Returning to New York he rejoined the OM5 play- 
ing at the Dance Caprice in Brooklyn, followed by a five month 
engagement at the Bluebird Cafe in Montreal. It was soon after- 
ward that the OM5 disbanded due to a minor legal controversy. 
Miff recalls a recording session for Okeh with the group, however 
none of the sides were issued. Dixieland One Step was one 

of the unissued. 

1919 found Miff with Sam Lanin for a five-year hitch at the 
Roseland Ballroom on Broadway and a year later he was married. 



(Miff has a daughter and two grandchildren). A, collective person- 
nel of Sam Lanin's Orchestra during the 1923/1924 period con- 
sisted of Michael Mosiello and Jules Levy Jr. , trumpets; Larry 
Abbott, Arnold Brilhart, Morris Dixon and Merle Johnston - reeds; 
Milfred Mole - trombone; Harry Perrella - piano; Anthony 
Colucci- banjo; Jack Lube - violin; William Short - tuba; Irving 
Farberman and Sidney Wishnuff - drums; Sam Lanin - director. 
Miff initially recorded with a Lanin unit in the Summer of 1921. 
To the best of his recollection it was 'Shake It And Break It' and 
'Aunt Hagar's Children's Blues' (Emerson 10439) with Phil Napo- 
leon, trumpet; Doc Berenson, clarinet; Frank Signorelli, piano; 
and Sam Lanin, himself, playing drums. 

Although Mole was a regular member of the Sam Lanin 
Orchestra from 1919/1924 he was granted the right to be his own 
free agent for recording purposes. When the Original Memphis 
Five were reorganized in Jan/Feb 1922 ((Phil Napoleon; trumpet; 
Charles Panely, trombone. . .(Miff was to be in the reorganiza- 
tion but he elected to remain with Lanin). ..; Jimmy Lytell, 
clarinet; Frank Signorelli, piano and Jack Roth, drums)) and their 
prolific recording activities got underway, Miff was called in to 
do the majority of the recording dates. Regular OM5 trombonist, 
Charles Panely, 1922/1923, apparently made few OM5 records 
during this period. 

In May of 1924 Miff left Sam Lanin to join Ray Miller's 
Orchestra at the Beaux Arts Club in Atlantic City, New Jersey. 
Bandmates with Miff were Charles Rocco, Roy Johnston - Trum- 
pets; Frank Trumbauer, Bernard Daly, Andy Sannella - reeds; 
Andy Sindelair - trombone and Librarian; Don Yates - violin and- 
ass't director; Tom Satterfield-arranger and piano; Harry Perrella 
- piano; Frank O. Prima - banjo; Louis Chassigne - tuba; Ward 
Archer - drums. That Fall the Miller band moved into New 
York's Hippodrome. Bix Beiderbecke and other members of the 
Wolverines, then playing an engagement at the Cinderella Ball- 
room, caught one of the performances. When Miff took his first 
break the boys were so enthused that they howled at the top of 
their lungs. The management promptly ejected them from the 
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Ray Miller and His Orchestra Open 

Run at Arcadia In Blaze of Glory 

i«t.ft 1924) 




One of the outstanding events in the 
metropolis last week was the formal 
opening of the newest a*id wiiat is said 
to be the most elaborately equipped 
dancing palace on Broadway, the Ar- 
cadia, which took place last. Wednes- 
day evening. Men and women prom- 
inent in the social life of the city as 
well as producers, managers and actors 
lent color to an evening that will be 
long remembered by those present. 

The most entertaining feature of the 
evening was the appearance of Ray 
Miller and his orchestra, exclusive 
Brunswick recording artists, who have 
been engaged to appear at this palace 
of terpsichore for a considerable run. 
Ray Miller and his organization of tal- 
ented syncopators have already estab- 
lished themselves solidly in the hearts 
of the dance lovers of the metroplis 
through their recent appearances at the 
Hippodrome and the Palace theatre, 
because of their unique style of ren- 
dering jazz and the magnetic and 
smile-provoking personality of Ray 
Miller. 
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C)l' don't need to "fool the Wax'*. You 
haw a Martin Dansant Trombone at a cost 
greater than you would pay for an ordinal 1 
horn. And you will have the some instrument that Mil 
Mole, Larry Conley, Harold Gciser. Dave I'.oyd and 
host nf other outstanding Trombonists are using. \Yri 
for full information on the Martin I landeraft Dans 
Model Trombone. 



theatre. In December 1924, Trumbauer and Miff heard Bix for 
the first time at the Cinderella BallrQom. The result was that the 
three of them cut the historic Sioux City Six sides, FLOCK 
O'BLUES, and I'M GLAD on Gennett. Bix and Miff became fast 
friends and frequently were roommates when Bix came to New 
York for the Goldkette recording dates. 

The Ray Miller band opened the Arcadia Ballroom in New 
York, spending the winter of 1924-25 there. Miller took off for 
the road again and Miff left him that spring to join Ross Gorman's 
Band which opened with the Earl Carroll Vanities early July 1925. 
Personnel: Milton Suskind - p; Miff Mole - tb; Red Nichols - tp; 
Don Lindley - tp. & arr; Jack Harris - v; Jules Klein - cymbalon; 
Tony Colicchio - bnj & v; Saul Sharrow - v; Barney Aquilino - 
bass & reeds; Nicholas Koulukis - flute & piccolo; Al Evans, 
Harold Noble, and William McGill, reeds; Jack Koza - tp; Dave 
Grupp - dms. (Variety, 7/22/25). 

Don Voorhees was house conductor for the Earl Carroll theater 
and conducted the production - Ross directed during intermission 
when patrons were invited to dance with the chorus girls on the 
stage. With this change occurred the meeting of Miff Mole and 
Red Nichols - one which was to produce a musical partnership so 
significant in respect to musical teamwork, precision playing, 
good taste, imagination, individual and collective performance, 
that even today it is seldom equaled, never surpassed. This was 
a complete meeting of the minds. Each man had a terrific im- 
pact upon fhe other; and the result? ... the classic Red and Miff 
era which was preceded by their first records together - the 1925 
Hottentot period, developed through the Red Heads (1925-early 
'26 period), and in 1926 found full fruition in the latter day Red 
Heads, Arkansas Travellers, Six Hottentots, Red and Miff's 
Stompers, Charleston Chasers, early Five Pennies and early 
Molers, extending into about mid -1929. Equally important 
associates included Vic Berton, Jimmy Dorsey, Fud Livingston, 
Eddie Lang, Adrian Rollini, Arthur Schutt and Joe Venuti. The 
reason this partnership was such an outstanding success, in an age 
dedicated largely to "corn, " was that each of the partners was 



an all-out perfectionist. In spite of the perfectionism of Red and 
Miff, there was always a sense of humor in their work; yet without 
clowning or hokum. From mid- 1928 on commercialism began 
to make inroads even into the work of these men, and the subtle, 
contrapuntal, yet tongue-in-cheek and relaxed style of "classic" 
Red and Miff began to disappear in favor of larger bands playing 
"blocked" chord arrangements. 

Concurrently with Miff's entrance into the Earl Carroll Vani- 
ties band, Rose Gorman directed some record dates which in- 
cluded, in the personnel, Miff, Red, Jimmy Dorsey, Alfie Evans 
and others. They made a few good sides, definitely bearing the 
Red and Miff imprint. When Voorhees left, about two months 
after the opening, Ross Gorman assumed the full conductorship of 
the Vanities. For one of the big production numbers, RHYTHM 
OF THE DAY, Miff had to be on stage playing a technical jazz 
solo with lights flashing madly and other chaotic effects all de- 
signed to give the illusion of Hades and to frighten the chorus 
girls. At the finish the girls were so frightened at Miff's Trombone 
gymnastics that, one by one, they all leaped into the orchestra 
pit (padded by stacks of mattresses) with the last downward flight 
negotiated by Miff, himself. He broke more trombones that way. 
In order to avoid the impression of an all-out "clam bake, " it 
would be well to point out that the band was stationed in the left 
lower box - not in the pit ! 

Roger Wolfe Kahn secured Miff's full time services (apart from 
his free-lance recording activities) in January, 1926. After 
Kahn's Biltmore engagement one of his next ventures was to open 
his own night club, the Peroquet de Paris, on the side of what is 
now the Little Carnegie Theater on West 57th street, New York. 
Among others in the band were Vic Berton, Arnold Brilhart, Tony 
Colucci, Alfie Evans, Tommy Gott, Eddie Lang, Leo McConville, 
Arthur Schutt and Joe Venuti. They made many discs and Miff 
remained as a steady "spot" man until September 1927. 

During the Kahn period Miff, Bix, Vic Berton, Jimmy Dorsey, 
and Arthur Schutt assembled for what might have been the greatest 
recording session of all time. Too bad it didn't come off because, 
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Ross Gorman Vanities Orchestra (A«visid p«r*onn«i) 



no doubt, it would have been. Prior to descending upon the 
Gennett studios, the boys indulged in some heavy elbow-bending. 
They were in great shape when they reached the studio and a half 
hour of rehearsal resulted in a "whing-ding, "with the studio offi- 
cial angrily giving them the bum's rush! But that didn't matter - 
they mounted a Fifth Avenue Double-Decker bus and blew topside 
all the way home ! Miff avers that there were no interruptions 
from the police department, either. 

When Don Voorhees and Red Nichols took over the musical 
directorship of radio station WOR on a partnership basis they in- 
vited Miff to join the staff and, accordingly, after giving notice 
to Roger Wolfe Kahn in September, 1927, Miff became a "house 
cat" at WOR; Another historical event took place simultaneously 
when the Columbia Phonograph Co. , also an employer of Voor- 
hees and Nichols, presented the La Palina Cigar Program over 
WOR and 20 other stations, thereby launching the CBS Radio Net- 
work. 

Before 1929 was out Miff received an attractive offer from 
NBC and switched over there. During these various periods Miff 
was recording constantly for many different leaders and labels; 
he continued hisMoler recordings forOkeh up through early 1930. 
.The Red and Miff association, however, had regrettably terminated 
in mid-1929. 

It was during the NBC stretch that signal tribute was paid to 
Miff's versatility. In 1934 Ravel's BOLERO was scheduled for 
performance by the NBC Orchestra, but at an advance rehearsal 
the conductor, Hugo Mariani, was unhappy over the trombone 
solo. Several first chair men from major symphony orchestras 
played the solo for Mariani but he was not satisfied. Finally he 
conceived the idea of trying a house man whose jazz work he had 
often admired, and he gave the music to Miff Mole to look over. 
In Miff's words: "I took the part home, 'wood-shedded' it a bit, 
and it turned out pretty good. " It turned out beautifully and 
Mariani was delighted. Miff also played under Fritz Reiner and 
Brnno Walter. When Arturo Toscanini arrived to build his famous 
NBC Symphony, Miff was offered the second chair. In 1938, 
however, Paul Whiteman extended an offer to Miff which he 
accepted. 

This was not Whiteman's first attempt to secure Miff - nume- 



rous offers were made during the Twenties as were offers from 
Jean Goldkette. But Miff didn't want to leave New York and his 
diversified recording activities at the time. Whiteman almost 
succeeded in early 1927 when he was able to engage Red Nichols, 
Jimmy Dorsey and Vic Berton. Red didn't affiliate until spring. 
Miff decided against joining, much to the disappointment of Pops 
and the rest of the Pennies; but Miff, at that time, preferred 
playing in small units. Paul was later able to get Tommy Dorsey, 
who had already made a name with The California Ramblers and 
Jean Goldkette. Vic Berton left in just two weeks, while Red 
Nichols left in June to go with Cass Hagan, and the Dorsey brothers 
remained for most of 1927. At any rate, Miff felt he was getting 
too faraway from jazz at NBC and decided to give the Whiteman 
deal a try, and just two weeks before Jack Teagarden left in 
December, 1938 to form his own band, two of the world's greatest 
jazz trombonists played together. 

But Miff had little opportunity to do the real jazz work he 
wanted and after two years with Whiteman he gave his notice. 
Upon returning from his last extended Whiteman tour something 
struck Miff like a bolt of lightning-he discovered that he actually, 
after all these years did not know HOW or WHY he played the 
way he did. So Miff holed up in his cellar for four months of 
searching self-analysis. At last he discovered some of the whys 
and wherefores of his styles got them down on manuscript paper, 
and set about' opening up his own trombone school in New York. 
Miff was a fine teacher and turned out more than fifty pupils. 
Simultaneously he wrote a trombone column in the International 
Musician, the official A. F. of M. publication. In addition to 
teaching, Miff was busy with free-lance radio and recording 
dates. 

One day in August, 1942, Benny Goodman asked Miff to fill 
in for one of his indisposed trombonists. That one night "fill-in" 
lasted for one year and Miff had to give up his teaching, a func- 
tion he had really learned to like. Still desiring a small group 
affiliation, Miff organized his own Dixieland outfit and opened 
at Nick's in the Village for a hitch of six years. His associates 
there included Gene Schroeder, Eddie Condon, Bob Casey, 
Sterling Bose, Pee Wee Russell, Bobby Hackett, Muggsy Spanier, 
Marty Marsala and George Wettling.. 
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ROGER wOLFE iJJuiN ORChESTRA - 19P7 - From left to right J Joe Raymond, 
Tony Colucci, Joe Venuti, Vic Berton, Arthur Schutt, Rfcri., Arnold 
Brilhart, Tommy Gott, Babe Campbell, Al Evans, Leo McConviiie, Miff- 
Mole and Harold Sturr. 



Another year of free-lancing followed the Nick's engagement 
and in 1947 Miff took off for Chicago- where six more years were 
occupied between three night spots -the Blue Note, the Bee Hive, 
and Jazz, Ltd. While playing a one-nighter in Chicago, Tommy 
I Dorsey dropped into Jazz Ltd. to listen to Miff. A sports announ- 
cer who accompanied Tommy quoted the latter as remarking, in 
reference to Miff: "You're listening to the Babe Ruth of the trom- 
bone"... Miff is the "trombone player's trombone player." 
Tommy, who was one of Miff's earliest admirers, had a manu- 
script book in which he had transcribed just- about all of Miff's 
recorded solos. 

What is it that makes Miff such a standout in the opinion of 
other great men of that instrument? It is mastery of the complete 
range of the trombone. He has the symphony man's command of 
the low register, and then some. Deep, powerful tone down 
there. His pedal tone range extends a complete octave below the 
bottom "E" - and he doesn't just honk out a few of these, either, 
but can play distinguishable melodies and rapid passages. In 
addition, Miff has the "pop" man's control of the high and ex- 
tremely high registers. A leap from the bottom to the top regis- 
ters is accomplished by Miff with such ease as to make it seem 
almost commonplace. But Miff was never one to make a big deal 
out of anything; always calm, collected and of imperturbable 
countenance. Miff attributes much of his so-called "trick" tech- 
nique to incessant practicing of all intervals - up to and including 
tenths, thirteenths and beyond. His tone is beautiful, and no one 
has surpassed his magnificent, rapid technique. As Art Hodes 
once commented: "much of what Miff does other players can only 
stand around and listen to. " Miff is genuinely modest and self- 
critical - a rare attribute in an artist. Yet his quiet reserve belies 
a dry wit and ready sense of humor. 

Though one of the outstanding soloists in jazz history, Miff is 
no prima -donna. His assimilation to any and all types of musical 
situations is a factor that made him a valuable asset to any musi- 
cal project demanding just the right interpretation. 

A successful craftsman for over four decades, Miff has made 
and spent a fortune. It was not unusual for him to "go to the 
store for a screwdriver and come back with a Pierce -Arrow auto- 
mobile. " But life has not been a complete path of roses for Miff 
Mole. In 1954 he returned to New York from Chicago and under- 
went three operations as a result of a hip injury sustained as a 
youth while ice skating. Five more operations followed in the 
next few years and Miff had to rack up his horn for quite a spell 
during the recovery period. Needless to say, the cost of all this 
was devastating. While Miff was in the hospital another tribute 
was paid him - a "Miff Mole Day" was declared in England and 
his records were featured on the radio all that day. Today, Miff, 
the old stalwart, has his trombone out and is again jobbing 
around. Most recently, he and his Dixieland unit have been a 
frequent attraction at the Mandalay, a popular little jazz spot in 
Belmore, Long Island where Miff has featured such companions as 
Wild Bill Davison, Billy Butterfield, Jimmy McPartland, Buck 
Clayton, Herman Autry, Bobby Hackett, Wingy Mannone, Joe 
Dixon, Hank D'Amico, Pee Wee Russell, George Wettling, Sonny 
Greer, Tony Spargo, Gene Schroeder, Frankie Signorelli, Red 
Richards and others. 

After all these years the effect of Miff's presence upon enter- 
ing any retreat where musicians congregate is as arresting as it was 
during his busiest years - all stop to pay their respects, as though 
they are saying in unison, "here is a great musician - unique jazz 
interpreter - the man who lifted the trombone from its early jazz 
role corny, comedy effects to an equal technical status with the 
cornet, clarinet and saxophone; to a' status of complete respecta- 
bility. " Along with Bix Beiderbecke's style, the relaxed, yet 
exciting style of Miff Mole has already earned its place in jazz 
immortality. 

MIFF MOLE will have »his night 1 
at the CENTRAL PLAZA 'Jazz At The 
Plaza* in New York City. EVERYBODY 
will be there. 




ABOUT RICHARD DUPAGE 

(Ed. Note: Mr. DuPage, the writer of the Miff Mole story, has a 
mature musical background. We believe that our readers will 
find the following miniature biography of interest). 

Born in Kansas City, Missouri, 8/10/1908. Studied piano, 
percussion, and clarinet. Played professionally through prep 
school and college. Sideman on clarinet, sax and drums 1926 
through 1931, touring South, Southwest in U. S. and overseas in 
France. Formed own band in Nashville, Tenn. , 1930 which 
played Rainbow Gardens, Monticello, N. Y. 1931, a "Borscht 
Circuit cabaret patronized by"'Legs" Diamond, "Dutch" Schultz, 
Returned to Nashville in fall, disbanded in December and came 
back to N. Y. to start arranging career. First arrangements for 
Ross Gorman (Biltmore), Charlie Dixon, Claude Hopkins (Rose- 
land), Gene Kardos, Vineent Lopez, Rubinoff. 

From 1933, arranger on numerous radio programs which in- 
cluded the following musicians: A. Bernstein, A. Brilhart, M. 
Bloom, C. Butterfield, W. Bradley, I. Brodsky, J. Colonna, 
Dorsey Bros. , F. Farrar, R. Gorman, C. Hazlett, M. Klein, 
C. Kress, C. Margulis, D. McDonough, M. Mole, C. Morehouse, 
B. Rank, A. Rollini, A. Schutt, Teagarden Bros. , F. Trumbauer. 
Conductors included: Irving Aaronson, Don Bestor, Ray Bloch, 
Hal Kemp; Andre Kostelanetz, Abe Lyman, Geo. Olsen, Raymond 
Paige, Rudy Vallee, Paul Whiteman, Alfred Wallenstein. 

Arranged for Jack Teagarden's big band in 1941. 

Arranger on numerous roadway musical productions and major 
Floor Shows. Composer and Conductor for motion pictures. 
Elected to ASCAP 1946 on basis of performance of symphonic 
works. 

From 1946 through 1953 Composer-Arranger on music-staff of 
WOR- Mutual. Wrote background music for many dramatic pro- 
ductions on radio, TV and films. Still active part-time in this 
field when not working as stockbroker. 

Originator of current Columbia LP reissue Album "THESAURUS 
OF CLASSIC JAZZ" including editing (with very able technical 
work by engineers JACK ASHKENAZY and EDDIE MICHALSKI), 
two years research and writing of extensive liner notes coordinated 
from four separate sets of texts into one by FRANK DRIGGS who 
also added a historic panorama of the jazz picture in general. 
Invaluable help was rendered from the business technical end by 
STANLEY K A VAN of Columbia and from the A. &■ R. end by TED 
MACERO and JOHN HAMMOND, general overseer of reissued 
program whose knowledge of the Perfect Record catalogue owner- 
ship made it possible to include the wonderful Red Heads items 
in Vol. IV which it was previously supposed could not be used. 
It was also his idea to package the four albums in one attractive- 
ly covered boxed set. Sales, to date, have been highly satisfac- 
tory. All discs used were from the Du Page collection. Full 
acknowledgement to all concerned, without whose help the pro- 
ject would not have been accomplished, is listed in the liner 
notes booklet. 
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THE HOUSE BANDS OF YESTERDAY - Part 2 



In fact, for the first year or so the SHILKRET VICTOR OR- 
CHESTRA sides were practically indistinguishable from those of 
INTERNATIONAL NOVELTY ORCHESTRA, and included several 
concert 'standards' that were to be relegated to INTERNATIONAL 
NOVELTY at first and then to THE TROUBADOURS in the next 
few years, such as ADIOS. LA PALOMA, O SOLE MIO and LET 
ME CALL YOU SWEETHEART. These were pleasant, straight 
performances but affording little opportunity for originality of 
arrangement or execution. At the same time, glimmerings of 
the Shilkret pop. organization to be could be noticed in ALL 
ALONE MONDAY, BARCELONA, LAY ME DOWN TO SLEEP IN 
CAROLINA and YOU WILL, WON'T YOU. As a matter of fact, 
from late 1926 to perhaps early in 1928, INTERNATIONAL 
NOVELTY was the more interesting group, and their sides were 
far more varied. Their straight fox-trots had distinction, and, 
augmented, their European waltzes remain, after more than 
thirty years, the most effective that ever have been recorded of 
the various pieces, including DANUBE WAVES, BLUE DANUBE, 
GYPSY LOVE, OVER THE WAVES (a quarter of a century later to 
become THE LOVELIEST NIGHT OF THE YEAR), ESTUDIANTINA 
LUXEMBOURG WALTZ, MERRY WIDOW WALTZ, UNREQUITED 
LOVE, WALTZ DREAM and GOLD AND SILVER. These were all 
12" sides, and for their time the recording and Continental flavor 
were little short of sensational. That their excellence was indis- 
putable is clearly indicated in the fact that when the Camden LP 
label was created, many of these identical INTERNATIONAL 
CONCERT ORCHESTRA originals were issued on several LPs and 
EPs. 

THE TROUBADOURS were being associated almost exclusively 
with the waltz hits of the day, of which there were many (while 
today there are almost none), complemented with a sprinkling 
of standard waltzes such as ROSES OF PICARDY, KISS ME AGAIN, 
AH! SWEET MYSTERY OF LIFE, and a few of the Continental 
types heretofore affiliated with INTERNATIONAL NOVELTY, 
such as CIELITO LINDO, DOLORES, and LA GOLONDRINA. 
There was a contingent from INTERNATIONAL NOVELTY, called 
INTERNATIONAL NOVELTY QUARTET, which did several sides 
aimed at the European market, some of which appeared only on 
an export series although they could be had domestically on order. 
CUCKOO WALTZ, LENA, .CHIMES OF NORMAND Y, SCHNITZEL - 
BANK and ACH! DU LIEBER AUGUSTIN! were some of these. 
There were many of the INTERNATIONAL NOVELTY ORCH. sides 
earmarked for foreign consumption alone, including polkas, 
schottisches and International favorites such as PARADE OF THE 
WOODEN SOLDIERS, which included a pipe organ solo. One of 
the group's loveliest couplings was a mid- 1925 release, one of 
their first electricals, of PRISONER'S SONG, with a vocal by the 
composer, GUY MASSEY, and AFTER THE BALL, including the 
attractive and lengthy verse which more often than not is omitted. 
(Vi 19714). 



This early Shilkret period was notable for many outstanding 
and beautifully arranged show tunes done with a healtny respect 
for the meaning of the number: ONLY A ROSE/SONG OF THE 
VAGABONDS (VAGABOND KING); ROAD OF DREAMS (PRINCESS 
FLA VIA); HALLELUJAH/SOMETIMES I'M HAPPY (HIT THE 
DECK); RIO RITA /THE KINKAJOU (RIO RITA); THE RIFF SONG/ 
ONE ALONE (DESERT SONG); DESERT SONG (DESERT SONG)/ 
HUGUETTE (VAGABOND KING); O, KATHARINA ! (CHAUVE- 
SOURIS/TITINA (PUZZLES OF 1925); UP IN THE CLOUDS/ 
THINKING OF YOU (FIVE O'CLOCK GIRL); IF I HAD A LOVER/ 
THE TAP-TAP (PADLOCKS OF 1927); DAWN/WE TWO (GOLDEN 
DAWN); HEADIN' FOR HARLEM/WHEREVER YOU ARE (SIDE - 
WALKS OF NEW YORK); ALL ALONE MONDAY (THE RAMBLERS); 
MAYBE (GERSHWIN-OH! KAY); WHY DO I LOVE YOU/CAN'T 
HELP LOVIN' DAT MAN (SHOW BOAT); ONE KISS/SOFTLY, AS 
IN A MORNING SUNRISE (NEW MOON). Most of these were by 
SHILKRET AND THE VICTOR ORCH. , with an occasional one by 
INTERNATIONAL NOVELTY or THE TROUBADOURS. Many of 
the vocals on them were by FRANKLYN BAUR, whose voice was 
the ideal interpretation of a show number, whether soft and senti - 
mental or light and lilting. 

With the advent of the talking picture came a rash of theme 
songs better recording and more diversified arranging and play- 
ing than ever before. Shilkret 's Victor orchestra began to develop 
an irresistible beat, the recordings a greater depth, and jazz 
musicians were featured in infectious solos wherever the structure 
and arrangement lent itself to such treatment. There isn't the 
time or space to dwell on any of these, but I am prepared to 
crawl way out on a limb and declare that there never has been a 
Dig band beat to compare with SHILKRET AND THE VICTOR 
ORCHESTRA at their exciting best; and this, coupled with superb 
use of fine jazz musicians lending further spice to the otherwise 
straightforward interpretations came closer to pleasing both the 
melody lovers and the jazz devotees that any dance band before 
or since, and is infinitely ahead of the doleful combinations we 
now get of an overblown group of strings creeping funereally 
through some of the identical songs performed so imaginatively 
by Shilkret, with the horrible preconception that sticking BILLY 
BUTTERFIELD in front of them in some way adds a touch of jazz 
The most inexcusable examples of this sort of thing are the dis- 
maying number of LPs that LOUIS ARMSTRONG has allowed him- 
self to be coaxed into turning out with his gorgeous horn com- 
pletely nullified by a background of faceless strings. 

My opinion of the big Shilkret band at its very best, with fine 
jazz soloists often well to the fore, and very often close enough 
to them to have been BIX, VENUTI AND LANG arid other immor 
tals, are: WHY SHOULD I SAY THAT I'M SORRY (VI 20615)- 
ARE YOU HAPPY? (VI 20899); THAT'S MY WEAKNESS NOW 
(with a marvelous Bix-like solo); DUSKY STEVEDORE/WHEN 
SWEET SUSIE GOES STEPPIN' BY (VI 21515); LONESOME IN THE 
MOONLIGHT (VI 21643); GLAD RAG DOLL (VI 21855); BROAD- 
WAY MELODY/YOU WERE MEANT FOR ME (VI 21886); SOME 
SWEET DAY -- the violin behind the exquisite BAUR vocal is 
exactly like VENUTI: is it? (Vi 21896); WEDDING BELLS/THERE 
IS A HAPPY LAND (VI 21913); WHO CARES WHAT YOU HAVE 
BEEN (VI 21960); SING A LITTLE LOVE SONG/HITTIN' THE 
CEILING -- there is a stunning hot tuba solo in the latter that 
simply rocks(VI 21969); SUSI ANNA /THE LONESOME ROAD-the 
latter with a fine vocal by WILLARD ROBISON himself (VI 21996V 
AM I BLUE? (VI 22004); GEORGIA PINES (VI 22195); CHANT OF 
THE JUNGLE/THAT WONDERFUL SOMETHING (VI 22203); MY 
FATE IS IN YOUR HANDS (VI 22222); BLUE, TURNING GREY 
OVER YOU (VI 22332); GET HAPPY (VI 22444)- OH HOW I 
CRIED THE MORNING AFTER (VI 22553). 

(TC SE CvA'TE-I'rKD) 
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With the publication of the Pathe -Perfect 
Catalog coming closer, it may be timely 
to discuss the relationship between Cameo 
and Pathe masters. Prior to September 1927 
no Pathe masters appeared on Cameo group 
labels nor did Cameo masters appear on 
Pathe or Perfect issues. However, the 
acquisition of the Pathe company by Cameo 
at this tim» produced many changes in- 
cluding the interchange of masters and the 
use of one recording studio to record both 
the Cameo masters (at about 2630 at this 
time) and the Pathe masters (at about 
107800). From this point on we find many 
Pathe masters being used on Cameo group 
labelswith assigned Cameo master numbers 
and many Cameo masters being used on 
Pathe and Perfect (sometimes showing as- 
signed Pathe master numbers and sometimes 
not). Some time later we also encounter 
the practice of co-recording, where one 
take of a given song title is given a Cameo 
master and another take is given a Pathe 
one. 

First, however, let us detail a. bit the 
assigned master practice. Since all issues 
on the Cameo group labels show master 
numbers printed on the label and impressed 
in the record material between the last 
groove and the label, we find that all Pathe 
masters issued on Cameo group labels have 
Cameo master numbers assigned to them 
and duly printed and impressed. The real 
Pathe number appears only indented in the 
label surface. The first examples of Cameo 
masters assigned to Pathe ones that we find 
are: Ca 2637 which is actually Pat 107631, 
Ca 2640 which is Pat 107634 and Ca 2641 
which is 107630. These are June 1927 
Pathe recordings but the date would be 
September 1927 if the Cameo masters were 
true numbers rather than assigned ones. 
Thus, it is important to know whether the 
master is a true one or an assigned one 
before using it to attempt to date the 
recording or to tie it in with adjacent num- 
hers to show a recording session. This may 
stretch the imagination a bit but we can 
cite one case of an assigned Cameo master 
which is six years later than the true Pathe 
master! Cameo mx. 3732 (which would 
date as March 1929) is actually Pathe mx. 
n-70103-1 recorded March 1923 (contem- 
porary mx. in the cameo' series to n- 70103 
would be about 450). 



When Cameo masters were used on 
Pathe-Perfect issues, it is not as easy to 
determine whether Pathe masters were al- 
ways assigned to them. This is because 
Pathe did not print their master number on 
the label and seldom even impressed them 
in typescript in the wax. They appeared 
only in handwriting indented in the surface 
of the label (except when "Sunken Label" 
pressings obliterated even that source for 
obtaining the master number!). It may be 
that, for bookkeeping purposes, Pathe did 
assign one of its master numbers to each 
Cameo one used; this could only be estab- 
lished if we could see their master files 
which apparently no longer exist. Many of 
our "missing" Pathe master numbers may 
actually be numbers assigned to Cameo (or 
other "foreign" masters used on Pathe- 
Perfect) masters. On some pressings of 
Pathe or Perfect issues we find the actual 
Cameo mx. indented in the label surface 
in handwriting and also an assigned Pathe 
mx. in the wax or in the label surface in 
typescript. But on other copies of the SAME 
record we will find only the Cameo number. 
It is your columnist's opinion that they did 
assign a number to each "foreign" master 
used. 

The co -recording of Cameo and Pathe 
masters is another facet of this picture. It 
would appear that if, at a Pathe date, they 
knew one title of three being cut was to be 
issued on Cameo group labels as well, they 
would assign a current Cameo master to one 
or two of the takes cut. The other take or 
takes would bear the regular Pathe number. 
In such a case both master numbers would 
be true ones and would indicate the date of 
recording. But, if at a later date they de- 
cided to issue a Pathe master on Cameo 
group, it would get an assigned Cameo 
master which would date as of the date on 
which the master was assigned, which might 
be days, months or years after the actual 
recording date. As a specific example let 
us use one of the Ben Pollack recording 
group dates for Pathe. 

Around the last week of November 1928 
the Pollack group (The Whoopee Makers) 
recorded three titles for Pathe. These were 
"Whoopee Stomp" (108513), "Baby"(l08513), 
and "Bugle Call Rag" (108515). At the time 
of this session it would appear only the first 
title was scheduled for issue on Cameo 

m : 



group labels. This title, "Whoopee Stomp", 
then was given master numbers in each 
series. We do not know how many takes 
were actually cut, so we'll assume for sake 
of illustration that 4 takes were cut. Thus 
the first two takes were given the Pathe 
master number (108513-1 and 108513-2) 
and the second two takes the Cameo master 
3514 (3514-a and 3514-B). About a month 
later it is decided to release the other two 
titles on Cameo group also. Thus, Cameo 
master numbers 3561 and 3562 are assigned 
to 108514 and 108515 respectively. Now if 
you find a copy of the Pathe or Perfect 
issues of any of these titles you will find 
only the Pathe master number indented in 
the label surface: 108513-1, 108514-2 and 
108515-2. If you find a Cameo group issue 
of "Whoopee Stomp" you will find printed 
on the label and impressed in the wax: 3514. 
Indented in the label surface in handwriting 
you will find 3514-a; and this win turn out" 
to be an alternate take to 108513-1 on Pathe 
or Perfect ! The other two titles on Cameo 
group labels will show on label and in wax: 
3561 or 3562. And in the label surface in 
handwriting you will find: 108514-2 or 
108515-2. "Whoopee Stomp" is an example 
of "co-recording" with both 108513 and 
3514 being "true" masters indicating a late 
November recording date. The other two 
titles are examples of Cameo "assigned 
masters" whose late December date has no 
bearing on the date of recording. The 
"True" masters (in the Pathe series) being 
the only ones showing the recording date. 




Label of the Month: We have an obscure 
member of the Grey Gull family for our 
illustration this time. To date we have 
data on only three or four specimens of this 
label. We know nothing about its purpose; 
where it was sold, for what price or for how 
long a period of time. Those few seen or 
reported have been in almost as many dif- 
ferent number series as discs seen! 30000 , 
32000, 33000 ! The label is Sunrise and 
we'd need technicolor to do justice to it ! 
The black and white cut can only show the 
general design. "Sunrise", "The Record of 
Today" and the stylized clouds are in gold! 
There is an orange-red rising sun, complete 
with streamers. All the foregoing appear 
against a black background; from which the 
camera's unable to distinguish the orange - 
red. Titling is in black lettering on what 
(CONTEND ON PACS 24) 
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L.C. WILLIAMS 

Using Lean- And Evil/ All Through My Dreams (Bayou 008) as 
recorded examples of L C WILLIAMS we find L.C. to be a very 
competent blues-singer with down-home overtones Apparently he 
derived inspiration from the superbe Lightning Hopkins guitar 
and the knocking blues piano of Elmore Nixon (All Through My 
Dreams). Yet, on some of the sides where he is accompanied by 
a small band he is not as effective. He becomes Just another 
Jump-blues shout er 

ALL FOLLOWING RECORDINGS DATE FROM ABOUT 1947/1951 

L.C. WILLIAMS (vo) with.Orch. Unknown personnel 

WHY DON'T YOU CQML BACK EDDIE'S 12G3 

I DON'T WANT YOU 3ABY M " 

(Neta; Freedom F1591 - CONNEY'S COMBO 'I Don't Want You Baby/ 
Won't You Come 3aek' may be similar to Eddie's 1263) 



ace. J. Co .Conney Comb* 
TI4S SHOUT BABY SHOUT 
1141 ETHEL MAE 

same . 

SUK 122? JELLY ROLL 

SMK 1230 LOUISIANA BOOGIE 



FREEDOM F1S17 



FREEDOM PI 524 



L. WILLIAMS (vo); Elmore Nixon(p); Lightnin' Hopkins (g) 
Uf? ALL THROUGH MY DREAMS FREEDOM F152? 

1278 MEAN AND EVIL BLUES " " 

(see Imperial 5195 and Bayou Qt8) 

L.C. 'LIGHTNIN JR' WILLIAMS (vo); (unknown p); Lightnin Hopkins 

(amplified g). 

TRYING TRYING GOLD STAR 614, DOT H52 

YOU'LL NEVER MISS THE WATER " " " " 

(DOT as L.C. WILLIAMS) 

L.C. WILLIAMS (vo) a««. Lightnin' Hopkins (amplified g) 

Houston oapl948 
HOLE IN THE WALL GOLD STAR 623 

BOOGIE ALL THE TIME " " 



L. C. WILLIAMS -ns details- 

BLACK WOMAN 

I WON'T BE HERE LONG 



GOLD STAR 648 
it ii 



L.C. WILLIAMS (vo) ace. Lightnin' Hopkins (amplified g) 
Y0U~CAN'T TAKE IT WITH YOU BABY GOLD STAR 667 
STRIKE BLUES " " 

TAP DANCING BY L.C. WILLIAMS ON THE FOLLOWING LIGHTNIN' 
HOPKINS RECORDINGS (Souroe: Jazz Monthly - 11/59, P*26) 
LIGHTNIN BOOGIE GOLD STAR 664 

J 475 TAP DANCE 300GIE SIW/JAX 642 

J 483 PAPA BONES BOOGIE SIW/JAX 652 

(n«te - SIW is SITTIN IN WITH) 

WILLIAMS (vo) aco Lightnin' Hopkins (Amplified g) 

I 06 SO SORRY SIW/JAX 640 

I tfl 3A3Y CHILD " M " 



.* 484 
J 487 



THE LAZY J 
FANNIE MAE 

WILLIAMS - no details - 

DOlPT WAN'T NO WOMAN 



SIW/JAX 648 
ii ii it 



ca. 1951 
MERCURY 8276 



L.C. WILLIAMS (vo); Elmore James (p); Lightnin' Hopkins(g), 
IM 421 ♦ALL THROUGH MY DREAMS IMPERIAL 5195 

XM 422 WANT MY BA3Y BACK «• if 



•MEAN AND EVIL 
MY DARKEST HOUR 
( • Same as FREEDOM 1529) 



BAYOU 008 
i* it 



L.C. WILLIAMS was born Maroh 12, 1?24 in Mi 11 loan, Texas. He 
died of TuberouJ-osis on October 18, 196*3. An obituary by Paul 
Oliver and Maok MoCormiok appeared in JAZZ MONTHLY, Maroh 1961. 
Aaoording to the obit. L.C. WILLIAMS reoorded again a few weeks 
before his death with Luke 'Long Gone* Miles. (Diseographioal 
details are laoking). 



SISTER BESSIE GRIFFIN 

We intend to publish more discographies of gospel singers and 
in this issue we're presenting SISTER BESSIE GRIFFIN who has 
been quite active on the West Coast at the Renaissance in 
Los Angeles California. 

BROWNIE MCGHE2 recalled reoording with SISTER BESSIE. GRIFFIN 
about 1949. Perhaps it was ho who served a? the guitarist 
(guitar solos can be heard on DOWN ON MY KNEES and NOTHING 
LIKE THE HOLY SPIRIT), vfho's the fino stomp-down pianist 
who really sanctifies the excellent gospel singing by the 
Sister? 



SISTER BESSIE GRIFFIN (vo) ; (p) ; (g); (traps) 



C 2008 
C 
C 
C 

c 



c 
c 



2010 
2C11 
2012 

2013 

2014 
2015 



I'VE GOT A HOME ETERNAL IN HEAVEN 
IN THE CITY (Arranged by T. Shad) 
SHAKE MY MOTHER'S HAND 
DOWN ON MY KNEES 



SIW 2014 
SIW 2008 

siw 2©ie 

SIW 2005 



( no detp.il 

c T54 
c 165 



HEAVEN'S RADIO SIW 2010 

I'M GONNA TELL IT (Arranged by T.Shad) SIW 2005 
NOTHING LIkPJ THE HOLY SPIRIT (Arranged 

by S.Shad) SIW 2008 

on C 164, 166, 171 ) 



SIW 2C11 



HY i'A0C!3L2 IS HARD 

I'M BOUND FOR HIGHER GRTJND (Arranged 

by B.Shad) SIW 2006 
I SING BECAUSE VV. FREE SIW 2611 



•GET RIGHT WITH GOD (Arranged by B.Shad) SIW 2006 



C 166 
C 167 
C 168 
C 169 

c 170 

C 171 SHE WALKS WITH ME SIW 2014 

•As by THE SOUTHERN REVIVALISTS OF NEW ORLEANS. It Is our 
opinion that Sister Bessie Griffin as lead singer oan be 
heard in this unasooi.ipanied female (quartet?) group. 



UESSIE GRIFFIN (no details) 
BLESSED MOTHER 
HEAVEN 



BESS IR GRIFFIN (no details) 

P 100 STORY OF JOB 

P 101 WHAT JESUS MEANS TO ME 



SPECIALTY 890 
11 ii 



*. 1956 

BLUE LAKE 1609 



BEJSIL GRIFFIN AND THE GOSPEL PEARLS Los Angeles, i960 



LIBERTY LMM 13002 (*) 
LSS 140©2(*») 



and 



I BELIEVE 
BYE AND BYE 

LOLD DON'T MOVE THE MOUNTAIN " 
SOMETIMES I FEEL LIKE A MOTHERLESS CHILD •» 
(plus 8 other titles) rt 
(•) Monaural, (*•) Stereo 



LOUISE 



******COMMG******* soon 
a big double issue with a surprising 
history-making feature. It shall be 
one of the greatest discographical 
works ever presented in any magazine 



JOHN LEE HOOKER'S FIRST RECORDING SESSION 
reported by Bill Rand I e 

Gentlemen, 

Here is the information on John Lee Hooker that I mentioned 
in my earlier letter to you (printed in RR two issues back). 
BERNARD BESMAN was a record distributor in Detroit, Michigan 
from the mid-1940's until 1952 when he moved to California to 
go into the toy business. MR. BESMAN IS UNQUESTIONABLY 
THE FIRST PERSON TO EVER RECORD JOHN LEE HOOKER AND 
SHOULD RECEIVE THE CREDIT FOR SUCH A DISCOVERY IN 
THE JOURNALS AND DISCOGRAPHIES FROM THIS POINT ON. 
I was a disc jockey in Detroit at the time and wrote you some of 
the details earlier. Here is the resume of Hooker's first session, 
how it came about, the produced materials, etc. 

Besman was a very successful record distributor, particularly 
in what was then called race records (or rhythm and blues) and 
jazz records. Besman also was in the record business and had 
recorded and released records by Todd Rhodes (former pianist 
with McKinney's, etc.) and Teddy Buckner (former alto player 
with Jimmie Lunceford). It was common knowledge among the 
Negro musicians' cliques that he was available to talent and 
wanted to record new people. One snowy day (Besman recalls it 
as a particularly bad day) Hooker came to Pan American Record 
Distributing 's offices on Woodward Avenue trying to get a record- 
ing session. 

Besman writes "As I approached him he started to stutter and 
I could barely understand anything that he was trying to say. I 
took his dub (he was carrying a worn out paper record) and put it 
on the turntable. The dub was really quite worn, and it was 
hard to determine what you were expected to hear. The dub had 
been made at a coin machine where you deposit 2bi and get a 
paper record. " 

After talking to Besman for a while John Lee quieted down 
and stopped stuttering. And Besman admits "Frankly I don't know 
what prompted me to say to him that if he had four songs I would 
make a session with him. The session was made in Detroit at 
United Sound. Besman writes "John was scared, wasn't used to 
the mikes, and kept popping constantly. I felt there was some- 
thing lacking to give him confidence. I finally located a wooden 
board and put it under his feet (the studio had rugs), and by 
hearing himself tap out the beat it gave him encouragement. 
I've always recorded him with a board so that he can hear himself 
tapping out the beat. Even now, when I saw him at a concert 
recently at UCLA, I wished that somebody would have put a mike 
near his feet and then the audience would really enjoy his music 
the way he portrays it. " 

Besman continues "Back to the session: We struggled through 
"Sally Mae" (which he thought was his best number) about ten 
times. By the time we had recorded three numbers, two hours 
and fifty five minutes had elapsed. I needed four numbers. The 
session is usually four hours and I wanted to terminate it. So I 
told John to play a boogie; anything as long as it sounds like a 
boogie. So he did, putting in some ad lib words, and we had a 
boogie for the fourth tune. I called it "Boogie Chillen. " 

Besman's letter continues "We distributed the record in Michi- 
gan and leased the master to Modern Records for the rest of the 
country. As it turned out the number that I had spent a lot of 
time recording got lost, and the number that I used as a fill in 
turned out to be the hit side. However, I feel that "Sallie Mae" 
is the best record that I've done with John Lee Hooker. He sings 
that number right from his heart. " 

With the success of John Lee Hooker's "Boogie Chillen" Besman 
recorded many things with him. He also served as an agent and 
manager for Hooker. I recall when we hired him through Besman 
in 1949 and 1950. Besman says he "all in all recorded 48 sides 
with Hooker. " He says that most of them are untitled and have 
not ever been released. He says "I've noticed that many of the 
numbers out on other labels are similar to the records I have, but 



one thing is sure: all of my recordings are original, because John 
never sings the same tune twice in the same manner. It is only 
after the record is out that he will emulate the record. In most 
cases I would give John the subject matter and he would go to it 
and in three minutes we would have a version of a master. 
After the first session I would usually accept the first cut unless 
there were technical difficulties. The sessions were a breeze and 
most enjoyable. " 

Besman continues "I trust that the people will recognize his 
talent soon. It has been a hard road for him. " 

Besman split with John Lee for the usual reasons, other people 
wooed him after the initial success of Boogie Chillen and "he'd 
record for anyone and anytime. So I gave up. " 

The actual date of the first session is not available but it was 
in November of 1948. The sides recorded then were "Sallie 
Mae, " "Highway 51, " "Wednesday Evening Blues, " and "Boogie 
Chillen. " 

Incidentally Besman, as a result of my letter, is activating 
his unreleased Hooker masters and is putting them out on his own 
label this week. The first release is "Ballad to Abraham Lincoln" 
and "Mojo Hand" (Louisiana Voodoo). The label is Lauren and 
interested people can contact Besman at 5920 Smiley Drive, 
Culver City, California. His telephone there is Bradshaw 2-5603. 
Among the other artists Besman first recorded in Detroit were 
Sonny Stitt, Todd Rhodes, Ted Buckner, Milt Jackson, Wild Bill 
Moore (tenor sax), Jack Surrell, Don Juan, Vocalaires, Spiritual 
Men, Doc Wiley, T.J. Fowler, Sylvester Cotton, Swing Brothers, 
Louis Barnett (tenor player), Andrew Dunham, Christine Randall, 
Chano Pozo, John Lewis, etc. 90% of these materials are pure 
rhythm and blues, vintage 1948-1952. He had a number of hit 
records, "Bell Boy Boogie" by Todd Rhodes sold three quarters of 
a million, Hooker, etc. were very big. None of his records were 
ever sold, many were leased to Modern, King, and other labels 
around the country. 

The above materials are from several telephone calls and a 
long letter (dated: March 15, 1961) from Bernie Besman. The 
information is confirmed by my own knowledge of the Detroit 
scene at the time, the memo records at United Sound Studios, 
and conversations with John Kaplan, Mr. Besman's former partner 
in Pan-American Distributing (now J. K. Distributing) in Detroit. 

Sincerely yours, 
Bill Randle, Station WERE, Cleveland, Ohio. 



RIM CHIPS 




" Of course I deducted hot Jazz records as 
a medical expense I My doctor recommended 
that I exercise more," 




♦ 
♦ 
♦ 
♦ 
♦ 
♦ 
♦ 
♦ 
♦ 
♦ 
♦ 
♦ 



BEYOND THE IMPRESSION 



REPORTED BY JOHN STEINER 



As we grow older nostalgia sets in. So let's discuss the RCA 
LP "The Best of Eddie Cantor" with Henri Rene and his Orchestra. 
As Stanley Green points out in the liner notes, "There is always 
an air of youthfulness about an Eddie Cantor performance . . . 
and even though he was sixty -five when he recorded these selec- 
tions, it is hard to imagine them ever having been done before 
with greater exuberance and spirit. " While the album necessarily 
features songs by Cantor, show tunes associated with him over the 
years, Eddie may never have had a similar high quality musical 
backing. Hence, these notes are devoted primarily to the musi- 
cians on the sessions. 

This can not be classed as a jazz album although jazz is the 
basic motivating force. Considering what the album is supposed 
to represent, it is solid lasting entertainment -- the musical 
quality sets it apart from earlier efforts. The music was arranged 
and conducted by Henri Rene. Vocal arrangements are credited 
to Bill Thompson. The sessions were produced by Herman Diaz, 
Jr. 

All the musicians on these dates are real pros of long standing. 
The brassmen -- especially Red Nichols, Pete Beilmann, and 
Country Washburne -- are standouts on several short solos. Perry 
Botkin comes through strongly on several well-placed banjo spots. 
Tasty displays are also provided by Curley Williams and Matty 
Matlock. 

The material was originally issued on Vik LX-1119 with spoken 
voice track introductions by Cantor. When the set was reissued 
on Camden CAL-531 these intros were deleted. Here is the 
discographical information: 

JUNE 24, 1957 - Hollywood, California 

Rene (leader); Bobby Guy, Pete Candoli, Red Nichols (tp); Fran- 
ces Joe Howard, Pete Beilmann (tb); Ted Nash, Jules Kinsler, 
Dave Harris, Lawrence Wright (reeds); John "Curley" Williams 
Jr. (p); Perry Botkin (bjo/g); Country Washburne (st. b. ); John 
Cyr, Max Albright (dm & effects). 

H4PB-3096 Waiting For The Robert E. Lee Side 2 Track 1 

" 3097 Ballin' The Jack Side 2 Track 4 

" 3098 If You Knew Susie (Like I Know Susie) Side 1 Track 2 
" 3099 Josephine Please No Lean on the Bell Side 1 Track 5 

JUNE 25, 1957 - Hollywood, California 

Rene (leader); Bobby Guy, Pete Candoli, Red Nichols (tp); Matty 
Matlock (cl); Wilbur Schwartz, Jules Kinsler, Lawrence Wright 
(saxes); Curley Williams (p); Perry Botkin (bjo/g); Country Wash- 
burne (st. b.); John Cyr, Max Albright (dm & effects), plus 8 
violins, and Bill Thompson Singers - Loulie Jean Norman, Sue 
Lyttle, Peggy Clark, Ralph Brewster, and Tom Kenny. 
H4PB-3100 Ain't She Sweet Side 2 Track 5 

3101 Makin' Whoopee Side 1 Track 3 

" 3102 Margie Side 2 Track 2 

" 3103 Ida, Sweet as Apple Cider- vocal gr. Side 2 Track 3 

JUNE 26, 1957 - Hollywood, California 

Rene(leader); Red Nichols (c); Pete Beilmann (tb); Matty Matlock 
(cl); Babe Russin (saxes); Curley Williams (p); Perry Botkin (bjo); 
Country Washburne (tuba); John Cyr (dm), and Bill Thompson, 
Singers. 

ffire-3104 Baby Face - vocal group Side 2 Track 6 

3105 Ma (He's Making Eyes at Me) - 

vocal group Side 1 Track 1 

(vCiTCnED ON COLuMK ?0 RIGHT) J.? 



POP FOSTER'S EARLY RECORDS 



Pops Foster has given me an assignment for which I ask aid 
from Record Researchers. In about 1923 he recalls recording 
perhaps 4 cylinders with the GOLDEN WHISPERING BAND of New 
Orleans. He thinks these records were issued in New Orleans - 
they were recorded there. Two of the titles he now remembers 
were PANAMA and CLARINET MARMALADE. In the band were 
Eddie Allen (and Sidney Desvigne, trumpets; Johnny St. Cyr, 
banjo; Harvey Lankford, trombone; Thornton Blue, clarinet, and 
Pops. 

I read Sam Charters paragraph on Pops to Pops and he approved 
it, except that he said his middle name was Murphy not "Pops". 
If the paragraph is correct, it is implied that the cylinders may 
have been cut much earlier than 1923 as he had earlier estimated. 

Pops having scored with us discographically, then asked if we 
were aware of a recording date for Gennett in which he had 
participated with Vic Dickenson, John Nesbitt, Manzie Johnson 
and either Kirkpatrick or one of the Johnson brothers on piano 
(both Kirkpatrick and the Johnson boy had been with the band in 
this period). The recording was done in NYC. Again Help! Help! 

In a discussion of the Creath band Pops recalled that Charlie's 
wife Pauline Creath was the band's pianist, that Eddie Allen was 
a trumpet after Leonard Davis, that Red Muse was one of their 
drummers (possibly replaced by Zutty), that Sonny (Sam?) Long 
was a trombonist (not sax man as indicated in J. I. ), that James 
"Banjo Pete" Robinson (rather than Pete Patterson as in J. I. ?) was 
one of their plectrists. We'll try Bob Schoffner and Al Wynn for 
confirmation of these names and spellings. 

Pops OK'd the information on him in Sam Charters' book. 
Speaking about Marable's band he said that Alexander Lewis was 
their earliest drummer; however, he chose not to go up the river 
with the Marable band. Dodds did. Before going up the river, 
Marable had on cornet Perez, Henry Kifer (?), Peter Bocage and 
then Armstrong. In the earliest Marable riverboat band Pops 
recalled Joe Howard, (who taught L. A.), clarinetist Sam Dutrey 
(brother of Honore), trombonist Baby Ridgley who soon left for 
the West Coast, Dave Jones and Marable who played sax with the 
band as well as piano. 

Other points of clarification from Pops were: 

Joe and John Robechiaux are not related. 

Both Eddie Vincon and Eddie Atkins played trombone at various 
times with the Original Creoles. 

Although Bacquet left N. O. with the Creoles, Louis Nelson 
was the clarinetist on their theater tour of 1914-1917. 

In his evaluation of early trumpet players, Pops said of Buddy 
Bolden that he was "just a loud trumpet player"; of Tick Chambers 
that he "played more like Buddy Petit than any of the guys - 
made all those nice things"; of Sugar Johnny "he was a good 
trumpet player. " 

When we went to visit Bob Schoffner, Pop greeted the youth- 
ful, looking, robust trumpeter with "Gimme one of your pills, 
man. " 



3106 Yes Sir, That's My Baby 

vocal group 

3107 How Ya Gonna Keep 'Em Down 

on the Farm 



Side 1 Track 1 



Side 1 Track 4 



The Radio Corporation of America is acknowledged tor supply- 
ing the personnel data above. 



BLUES IN REVIEW 
****** 
by Barry Hansen 

LIGHTNING HOPKINS: LAST OF THE GREAT BLUES SINGERS 
(Time T-70004, 12" LP) 

Hello Central^Coffee Blues; Long Way from Texas; Mad as I Can 
Be; New Short -Haired Woman; Gotta Move; Everybody's Down on 
Me; Freight Train; Prayin' Ground Blues; Don't Think I'm Crazy; 
Dirty House Blues; Everything Happens to Me. Vocals with guitar 
and bass. 

The only thing wrong with this album is the title. Otherwise it 
is a beautiful set in every way. It is another set of reissues from 
Lightnin's salad days in the early fifties. The recordings, made 
by Bob Shad and released under various'labels on 78's, have been 
cleaned up remarkably well. 

Listening to these performances today, with today's terse, 
compact singles in mind, it is hard to- believe that these discur- 
sive, improvised performances were once singles, and best-sellers 
too. Some of Lightnin's best singing ever is on this disc, with 
guitar playing ranging from good to fabulous. The bass stays far 
in the background and doesn't interfere at all. This is as good as 
anything Lightnin' has done on records. 

LITTLE BROTHER MONTGOMERY: TASTY BLUES 
(Prestige-Bluesville 1012) 

Little Brother Montgomery, vocal and piano; Julian Euell, 
bass; Lafayette Thomas, guitar. 

Tasty Blues; Santa Fe; How Long, Brother?; Pleading Blues; 
No Special Rider; Brother's Boogie; Sneaky Pete Blues; Something 
Keeps Worrying Me; Cry. Cry Baby; Sattelite (sic) Blues; Deep 
Fried; Vicksburg Blues. 

This comeback album of a fine old blues pianist is, unfortu- 
nately, a rather shallow affair. The title describes it fairly well; 
this is dinner music. About half the tracks are instrumentals, 
mostly slow blues; they are effective mood pieces. Listenable 
but rather weak piano playing combine with bland guitar work. 
His attempt at boogie sounds more like Hadda Brooks than like 
Pinetop Smith. His singing sounds like city blues from the 40's, 
and belabors some rather tiresome effects. His new versions of 
VICKSBURG' BLUES and NO SPECIAL RIDER are pale shadows of 
their old selves. It is wonderful to hear Montgomery again, but 
this set simply fails to come alive. 

SUM'S SHOUT: SUNNYLAND SLIM 
(Prestige-Bluesville 1016) 

I'm Prison Bound; Slim's Shout; The Devil Is A Busy Man; 
Brownskin Woman; Shake It; Decoration Day; Baby How Long; 
Sunnyland Special; Harlem Can't Be Heaven; It's You Baby. 

Sunnyland Slim (Albert Luandrew), vocal & piano; King Curtis; 
tenor sax; Robert Banks, electric organ, Leonard Gaskin, bass; 
Belton Evans, drums. 

Sunnyland Slim is one of the grand old men of the blues; he 
has recorded with Blind Boy Fuller, Muddy Waters, and many 
more as well as under his own name. He is remembered for his 
"Dr. Clayton's Buddy" discs in the 1940's (Victor) and recently 
has recorded for Cobra. He calls this "the best session I ever had 
in my life, " and he's had some great ones. True enougn, this 
is a fine album. It is blues all the way, the city blues at its 
best. Included are some gren standards, fine original blues, and 
jamming sessions on SLIM'S SHOUT and SUNNYLAND SPECIAL. 
Slim's singing style is reminiscent of Big Joe Turner's, and his 
voice is almost as good. His rolling piano is very fine, and 
Curtis' sax honks right along in the best R&B manner. The organ 
almost justifies its presence. This kind of music has never been 
so well reproduced, technically. This album is a real joy to have. 



CONTINENTAL 
JAZZDISC0L06Y 

By HAROLD FLAKSER 



SPECIAL TO RECORD RESEARCH 

by Harold Flakser 

Veteran jazz pianist, Freddy Johnson, died in St. Barnabas 
Hospital, The Bronx, N. Y. , on Friday, March 24th, 1961, at 
approximately 1:00 P.M. He was 57 and had been in ill health 
for several years. Cause of death: cancer. 

Masonic Services were held at the Chapel, 445 - Lenox Ave., 
N. Y.C. on Tues., March 28th, at 8:00 P.M. and Funeral 
Services were held at St. Martin's Protestant -Episcopal Church 
(Lenox Ave. at 122nd St.), N. Y.C. on Wed., 29th, at 12 
Noon. Interment: "The Evergreens" Cemetery. 

Noted at the Masonic Services were the following: Herb 
Flemming, Ernest "Bass" Bill, Joe Heyman, Eubie Blake and 
Gene Bullard. And the following mourners were noted at 
St. Martin's P. -E. Church on the following day: Ernest "Bass" 
Hill, Noble Sissle, Eubie Blake, Andy Kirk, Cle Saddler, 
Ralph James, Johnny Russell, Zutty Singleton and Louis 
Metcalf. 

From a recording point of view, Freddy's most productive 
period was the decade from 1929- '39. He spent almost 
sixteen years on the Old Continent (June 1928 -March 1944), 
the last 27 months in a German internment camp. 
His European-cut recordings include: 

Sam Wooding: Pa(Sp), Pat(F), Po.ly(F) (1929) 

Own: Br(F) (1933) 

Maceo Jefferson: Sal (F) (1933) 

Own: De(H) (1934) 

Benny Carter /Dutch Ramblers: De(H)/Vo(E) (1937) 

Coleman Hawkins: De/Pana (H) (1937-8) 

Own: Sw(F) (1939) 

Louis Bacon: Sw(F) (1939). 

NOTE: The accompanying photo of Freddy Johnson was taken 
in Antwerp, Aprils 193JL 





RECORD RESEARCH AUCTION gSSSTS 

MINIMUM BIO 5O CENTS PER RECORD, CONDITION GUARANTEED. BID BY NUMBER AT LEFT OF COLUMN. 
RECORDS SHIPPED RR EXPRESS (CHARGES COLLECT ) UNLESS YOU REQUEST PARCEL POST AT YOUR OWN 
RISK. ADD 25 CENTS FOR PACKING CHARGE. WINNERS WILL BE NOT If" JED TP SEND REMITTANCE. 
RECORDS WILL THEN BE SHIPPED. 

AUCTION ENDS MAY 1 , 1961 AUCTION ENDS MAY 1 , 1961 



AARON_SKTERS_*aaeemp_. Unusual_ 
Med.riT V.eala $1.00 MTn ~ 

1 how'm i doin/st louis co 269? n 
irving aaronson 

5 Foor^a/wiSuEn ahh vi 20002 n 

3 waffles/i'm just wild 71 20094 n 

4 I'LL OXT IT/SLEEP BABY VI 21786 E 
BIDDY Id til 

3 WHaT~CAN"Tdo7bacK HOKE DUKE 155 N 
JOHNNY ACT R 4 B 



RANDALL ATGHER 

7« ooiR" soutH/m. jail ok 06138 n 

ATC0_4TET Felk_ 

7?~D0NT" I KNOCK IN/RULER CO 15312N $1 
UR OOOOLK EYES AUGUST Junp Bl V* * Aaa 

WllAl us~ci?/0H~rt 5 DUfiT iSTN 

OXOROIE AULD 

iY?APS UllLfR/tENOR APOLLO 359 E# 
•2 MAN WITH HQBN/CRY CORAL 60446 E# 
Dan Lambert Slngara 



155 BIO RED/SMACK DAB CLEF 89I69 E# BU5TER_BSNMETT_TRI0 Jumpjl fr«a Chl.ag._297 GULF COAST/FREDDIE DE30465 N 



156 roll em pete/aprilTaris "89162 e# ? 3T 5eeper'wohan7leaF Frog co 16875 i 



7 n"o - mo"ne"y7pledoInq love duke 136 e#e «3 back 2 back/take word coral 61195E* 

7 STILL LOVE U/DON'T U "~~ I?4 N Tener Sax * Organ 

ROY A CUFF t4 IN MIDDLE/I FALL GUILD 116 E- 

1 1 nVsaYINO BYE/D R LOVE OK 06550 E# 15 IF LOVED U/BL HEAVEN MERC 70740 N- 
9 HARVEST HEAVEN/DONT MAKE OK 6704 E •£ WHATS NEW/TAPS MILLER R003E 527 N 



157 810 RED/SHACK DAB " I?l6? N 

15« PARTY BL/JPRIL IN PARIS " 89172 N 
15? SUGAR BL/BUOLE BL CO 36709 E# 

160 HOW LONG BL/ROYAL GARDEN CO 36710B 

161 CAPE SOCIETY/ST LU BL CO 36711 E 

162 OLD FEELING/HEART MINE CO 36795 N- 

163 POUND CAKE/CLAP HANDS CO(SW)DZ286Z 

164 LEFT BABY/RIFF INTERLUDE •• DZ320E# 

165 JIVW JO/QDEER ST " DZ407 N 

166 BAMBO(Rare,0rlginal Iaaua, Nat 



232 MELLO POT Bl/sIGNAFYINO CO 37346 N 
BUNNY BERIOAN 

233 BLUES/I'M COMING DE 18116 N-E# 

234 CHICKEN WAFFLSS/H TOOK DE 18117 E# 

235 SOMEBODY ELSE/BELINDA HITS 5019 E# 

Bunny's Last Ro cording 

236 DEED DO/HI SOCIETY RCA 201503 E#E 
RHODA BERNARD E»rly Great Vaudeville 
""Pannie SrTai Style ~ " 

237 NATHAN/ROSENBLATT CO E2802 E# 



Issued H.r.)/*AD BOOGIE C0(SW)DZ425N-#; 2 3« YIDDISH EYES/MATINEE VI 17994 E 



87 AUTUMN NY/D MADE ME " 55* 

88 AN GEL/ 1 WANT MA VARSITY II 52 NLat«30i 

89 SHAKE STARS/IMAGINATION "8199N " 
OENE_AUSTIN 'Frank Banta, plana 

Tl HOLD HAND/WORKERS JESUS CO 15666 N ^•mTAMl7BUT~I~D0 VI 20084~N" ~ 

ALL STAR ORK 91 THINKING/SUNDAY VI20411N Abal Baar,p.l74 WORLD MAD/PT 2 OK 5816 E# 

T2-RAINB0 SHOULDER/SAY "YES" VI 21667N 92 SHE PLAY UKE/EVERYTHIWS VI 204/6 E#175 FANCY MEETIN/O'LART OK 6319 N 



JO JO ADAMS Blue* V»_A_ Aaa ln al. 

OrendTrf 4 Maxwell Da via 
10 WHEN MY T/HARD HEADED ALAD 144 N 
ALBERTVILLE 4TET Fa lk _l_5o"i*in 



167 HONEYSUCKK ROSE/SHUFFLE DE1141 E 

168 BOOGIE/LIKE YOU DE 1252 E# 

169 NEW WAGGON/FUTILE HMV(SW)2563 N 

170 SWINOIN Bl/sUGAR •' 2602 N- 

171 BACKSTAGE/BUDDY " 2571 N 

172 SURE THING/NEW BL MERC 8964 N 

173 SENT 4 U/OOIN CHICAGO MERC 89028 N 



CHU BERRY 

239 46"WT52/SITTING IN COM 516 E#E 

240 BLOWING BREEZE/MONDAY " 541 N 
BIG BILL BROONZY Bluaa 

24T TROUBLE WOUAN/^IO IT CO 37785 NE 
242 SAN ANTONIO BL/ROCKDiG CO 38070 E 



(thin Craak) 
EARL BOSTIC Jump-Swing Band lnal. 
Teny""Seett,Jehn Harde.J RudyPeweil 

298 JUMP IN JACK/HEAT GOTHAM 116 N 

299 BALL TONITE/PT 2 " 503 N 

300 UBANOI STOMP/TIME KINO 4 741 N 
BILL BOYD 

30T JENNIE LOU/PUT TROUBLES BB33O3OI K 
EDDIE BOYD_R_re Bl_Lat_l JOB $1.25aln 

302 SiTcoat man/5 yrs j.oTb.~ioo7 1W 

TINY BRADSHAW Flna Jumpin Bl_Band 

503" 1 hate"u7»iell "kTno 43^7 bT~ 

304 bradshaw boogie/chalk " 4457 " 

305 t 99/lono time " 44*7 n- 

306 rippm/lay it line " 4547 e- 

PAUL BRECKENRIDGS Fin. Qae_el Qreup 
Jo? ROCKM? S0UL7LONESOME kW"4T82 N 
BOBBY 8 RE EN $1.50 Bin 



13 WAITING END RD/SQNG NILE VI 22073E* Art Fawler, Oka 
ALL SJAR_RHYTHM SECTION Siting Band 93 IDEA HEAVEN/MUDDY WATER VI20569 E# 

14 BONNIE 0CIAN7VIRGINNY**INTERNAT T N 94 R U HAPPY/SIGUA CHI VI 20977 N 



EM INKY ALLEN II n i Mm Band 
INTAKE ME BACK/MY BAB? SWMOTIME3 27 1 
RED ALLEN ORK $1 Uln Bid~EaaK 
Tt~K~K~B0*0OIs/0L'MAN - Ok""62bT E 
17 SHERIDAN SBUARE/INDIANA OK 6357 E 



95 LONESOME RD/NICODEMUS VI 210J8 E# 

96 BOUQUET MEMORIES/WITHOUT VI21374 N 

97 -TOST LIKE MELODY/I CANT VI 21454 N 

98 JEAN WE/O AWN VI 21564 N 

99 ST LU BL/SOUTHLAND VI 21714 



18 UNTIL TODAY/AM I ASKING VOC 3292 E**100 CALL HEAVEN/WEDDING VI 21*93 E# 



STEVE ALLEN 
T9~Q0LDIL0CKS/CINDERELU BR 80228 
20 BUT OFFICER/BUT BABY BR 80230 
MICKEY ALPERT ORK Swaat Band 
Tl say7u - can~make* Iff E ~C0 2629 
ALBERT AMMONS 

72 - BRETk5/0»5QVIN BL COM 609 



LOVIE AUSTIN'S SERSNADERS $1.50 mln 
N Tol GALI0N~STCalp7cHICAG0""PARA Tiojo N 
E# SIL AUSTIN Junp Inatruaental 

ToT si^-irtu/wiLDWooD-MEM-70963 E# 

N BACK HOME BOYS_Pelk 

T03 WHITE HOUSE/SUNDAY VARS 5017 N 
H DOC BAGBY ORK Jump Band 

23 BOOGIE WOOOIE STOMP/PINETOP DE3386K#T04 SoON~HI/am TASKING GOTHAM 303 E# 

24 SPANISH TOWN/BALTIMORE MERC 8100 N 105 SYLVIAS CALL/DUfPLIN OK 7089 N- 

25 LADY B OOOD/ta.BEU. " 8115 N BUSTER BAILEY 

GENE AMMONS T65 AFlSRNOON AFRICA/DIZZY DEB PA(SW) 

2"6"P00LISH™HE ART/BLESS U CHESS 1425 V# FZ 11183 N- 

27 ODD EN DOW/DUES IN BL MERC 8080 V# MILDRED BAILEY 

28 DADY SAUCE'S/LITTLE IRV " 8145 E# *>7 FOOLISH THINGS/GYPSY CROWN 104 NE# 
AMOS N ANDY $1 aln aaah 108 MAN I LOVE/ SUMMERTIME " 105 N- 

2"9~i t s _ regosTed75he"ck — vi 22393 n 109 world string/i'm glad ■ 106 n- 



176 JUMP BL AWAY/WIGGLE OK 6JJ5 NE# 

177 GEE BA BY/WHAT S NEW ROULETTE 4039 N 

Jaa WllllaM 

178 LIL DARLIN/KID BANK ROU 4040 N 

179 H0« U LOSE/MORNING " 4061 E# 

180 SWINOIN BL/OODi CHI " 4088 NE# 
Raaa-Laabart-Handrlaka S Jaa William. 

181 LOVE HER SO/TELL MX ROU 4103 E# 

182 M SQUAdAaTE SHOW » 4109 *# 

183 JUUPIN WOODS ID E/WJ STY " 4124 N 
BASIN STREET_6_Hat_Dixla Band Girard^ 

" "~ FaunTad 

184 BASIN ST.STOMP/MAROIE MERC 5809 N 

185 HINDUSTAN/LIZA JANE " 70129 E# 
BAT THE HUMMING BIRD RARE VRS.RACE 

Tsl slow" dra^/IlDe5 ~ TSs~66"6I (T 

FRANKLJN_BAUR slnga 

Tb7 HEART GIRL/ALL ALONE VI 19495 E# 

188 RIVER SH ANN ON/BENE VIVE VI 20283 E 

189 MAYBE/ALL ALONE MONDAY " 20417 " 

190 DAY DONE/HONOLULU MOON " 20719 E 

191 LIKE BUTTERFLY/WASTED VI20758 N- 
NORA BAYES_Oraat Warld War I Favarita 
T92 HOW AM I~00D(A7YANKEE CO~A2"6»7 _ E? 
193 » MIAMI/ JERRY CO A2785 E 



243 MISTREATING ME/STAY BL MERC 8160B#V ^08 SUNNY THINSs7HA"PPY DE 1950 B# 

244 LEAVIN DAY/SO.BOUND TRAIN " 70039 E J ACK IE_BREN STON Junpln_Bl Ranpar with ' 

245 HARD WOMAN/OUTSKIRTS TOWN OK6651 * *"P B,nd " ***** y»ur harn.Sahaafrar" 

246 FEEL GOOD/TELL ME BABY OK 6611 E# 30? INDEPENDENT/ JUICED CHESS 1472 N 

247 NITE WATCHMAN/%HAT'S WRONG "6705N "• HERBERT BREWSTER 

BIG BUD Wha'a Hat Bl Raakar A Klllar Sax 510 2b GLAD /OLD RELIOIN 00THAM687 N 

248 *WMAN7R0CK Xu»S - TREE ROCST6l5~E?~ iOHN_». BRICKKR,_Sp..«h Ran far _ 
BIO MA CEO Hia Pamaua Graat Baasla Plana"»laa praa Air ghat 

745 311 OHAOON JAMES STEWART RDISC $4 

250»CHI BREAKDOWN/WINTER BL BB340743 N$l BILLY BRIOOS_Folk 
BIG MAYBELLE Dlapanaaa ShautlnRaaklnBl 312 YODELING SONG/I 'D TIME 110 N 
T5I JDST~WANT - LOVE/WAY BAoTok ??BTe SOL K. BRIGHT Hawallan&tF 4 Vaaal 
252 GOT PEELIN/NEVER KNOW OK 7026 N 



30 DAIRY/BULL FIGHT VI 22234 E# HO HONEYSUCKLE/WILLOW TREE DE 18108 N I94 JUST SNAP CAREA WORRY CO A»60 E# 



BAYSIDE JAZZ_BAND 1950 Ra.fr d Chi . 
WiJinVra - Rara RaaarJ RE30RD - CHA 



31 IS EVERYBODY AS DUO/II VI 22119 N HI MOONSHINE KY/IF U WERE VO 4109 N 
CAT ANDERSON 112 MOTHERLESS CHILE/DALLY VO 5209 N 

32 - sWlJfGTN~ CAT/GOTTA 00 APOLLO 771 N- PEARL BAILEY_«_A«aaap_._Dan_Radman 

ANGEL FACE Wallln Bl »a. w. Jimp Band Tl3'BILL BAILEY/c'EST ROULETTE4 016 E# 196 CL MARM/BA YS IDE BL R.C. 104 N 
53~l T M~(MNNA"sTAY/CAirT-L00K OK~707T R" 114 CERTAIN FEELIN0/Z1STsBnSET201B E# BE_BOP_BOTS lnal. aarljr Stltt.Darha., 
ANGILIC 0OSPEL_SDIGEftSjr. DltU 
~ HarnanJ Blrd'a, - Nagra - Ga8paT ~ 

34 TODAY/ONE DAT OK 6858 N 
VICTOR ARDEN ORK 0rea*_Sha5tima Ork 
Flaying Stlga 4 Maria iilta - af 20 7 a - 

35 DO DO DO/CLAP HANDS 1R 3377 E# 

36 S WONDERFUL/FUNNY FACE VI 21114 N 



253 WHITE XMAS/SILENT NITE SAVOY 1541 N 
BIG THREE TRIO Baagla Bluaa 

754 hard"notch7i~feel co~3oi56 e# 

255 U DON'T LOVE ME/MY LOVE OK 6901 N 
BARNEY BIGARD 

2"55 IL&Y" TOP~BL/SALTY PA B4W 9 N 

257 POON TANO/BEFORE DBWN * 1206 N 

258 READY EDDY/LAMENT BL ACE 230 N 

259 STEPS UP/STEPS DOWN SIG 28114 N 

260 READY EDDY/LAMENT HHV2258 E# 
BUD BILLINGS Falk 

76T WHEN~M00SysLEEPY VI 22771 N $1 

262 HARVEST MOON/PLOWERB VI 40039 N 

263 PURTY GALS/POOR MAN'S VI40249 By* 
RALPH BINGHAM Darky Starias 
2"« TUsTUS~WEDD"ING700LD"sTeTN V118231 N 



3"i5 Rcwi - touT/akakX "VI 245"93" W 

314 HEAT WAVE/ROSITA VI 24671 E 
OARL_BMSS«_Pa»aua Uavla Makar, 
Lata - Pather Tn _ law"~tV Roi* Russall 

315 nora/ireland ap 1021 u 

316 cocktails 4 2/sun ap 1049 e# 

317 danmark/yisen polyphon 51301 n 
broadway bell-hops 

311 hello bb7acres~habm 272 e 

319 ohio home/umbrella harm 564 e# 

BROADWAY_BROAD CASTERS Faatura Hat tr 
aeTa - at and" KlalnT~ar BaConVTiraT 

320 DUSKY STEVEDORE/REMEMBER LDJ3354I 
HADDA lRO0KS_Ju.p Bl_Band 4 Va.._ 
?aaturaing - Rad HaV~Tanar - Sax 

321 JUMP HONEY/DIRECTION 0K6924 N 
SHELTON BROOKS Oraat Nagra Caala$1.5< 



195 CANT GET AWAY/ VI 60114 E- JIMMIE BINKLEI 'S_ORK_-Du»t« r» R4B_JuBp_ STanaTeglit7 CaaTpaaad DTrtaVn Struftart 



BOMNiT BAKE R UN I VERSA L LaEtl U P»«Tl" 

Tl5 WAITIN"18 YRS/BAD GIRT U~53 N 197 WEBB CITY/pt. II SAVOY 900 E# 

ELSIE BAKER CMHA_E_ 1 BE A CHAM Rara_Nagra_Oaapal 

Tl? TOO ?RS FROM NOW/SONG VI 45372 N- Raaerd.d - 1924 pjjV"Pariimal LabaT $3 
117 SLEEPY HOLLOW/LOVE DIES VI 45477 N I98 LOVED ONES/IT MA T EM.BEACHAM 2 N 
BEALE STREET BOYS Inat. Jaa Saaalan 



199 BACK ALLEY BL/CROSSIN SAVOY7 31 N- 
REV BEAUMONT 4 CONOREOATION 

200 LA2ARUS/HE T S - RTsEN _ PlRF 12673E- $3 



PHIL BAKER 

Tif at"theatre/pt 2 vi 20970 n 

37 OHlaUITA/12 O'CLOCK WALTZ VI 21513N 0LAOpE_BAMPTON Swing_Band af_30"a 

38 WILL U rt£MSMBER/UPS DAISY VI 21774N Tl9 RDIO BELLs7aPRIL MORN DE I0T6N 

39 HABIT OF U/OR WHAT VI 22017 R»ChpE# ^LUEJWYTHM BOTS_ $1 .In 

40 GAY LOVE/LOVE VI 22114 E 120 MOOCHERS WEDDIN/HEAT PERF 15606E-W SIDNEY_BECHET 

41 SHOULD I/BUNDLE OLD LETTERS VI22255N$?DIE BANKS Juap_Bl V._4_Jum£ Band_ 2oT COPENHAGEN/SHIM ME B.N. 572 N 

42 1ST LOVE^IINA ROSA VI 22275 E T21 BLUEST Bl/COAT OFF WHEELER 103 E# 202 JUST 1 THINOS/LAURA CO 38318 E# 
4> ONLY HUMAN/OUT BREATH VI 224B1 E# FRANK BANTA Plana S«l._ '203 POLKA STOMP/K.C. BL CO 38319 B# 

44 FINE DANDY/CAN B LOVE VI 22552 E "2 I WONDER/SSEET MAN VI 19839 E 204 HAD IT BUT/SPREAD IN CO 38320 NN- 

45 HATE MYSELF/WAT FOOL VI 22610 E 123 SYMPATHY WALTZ/ROBIN VI 20085 N- 205 LOVE 4 SALE/SHAKE EM CO 38321 E# 

46 CAPE 2 CAUIS/BEAUTIFUL VI 22690 E# 12* LITTLE LONOER/SWEETHEART VI20292 E 206 HINDUSTAN/OA. CAMP MEET COM 638 N 
LIL ARMSTRONG Harlan Swing All Stara »AUL BARBARK- S N.O._BAND 207 PATOOTIE/VIPER DE(E)30397 NB# 
4y"u~MEAN MUCH7iJ'P 7 S~0ALL DE~1502 ~E l2 > FIDGETY FT/CL.MARM CIRC 1066 E# 208 SO .SUNRISE/8LACK8TICK "30224 E 
LOUIS ARMSTRONG BARBECUK_B0B_$6.00_«in 209 WILD MAN BL/ SHAKE HMV(SW) JK2093 E# 
48~FUDDY7BRaIiL", ETC. WAR DEPT. V $4 l2 » FREEZE MAMA /ME 4 WHISKEY CO 14507 N 210 WILD CAT Bl/k.CJ«N BL w.Clar.n.. 

49 AMEN/TAKING CHANCE Lana Harna " V$4 BLUE_LU BARKER, William., HJCA 87 N $2 mln 

50 GOTTA RITE/HI SOCIETY BB) 6771 E ™ WHAT DID U DO/LITTLE BIRD CAP15308E#211 SIDNEY'S BL/PALLET HJCA 124 N 

51 SWING CATS/SNOWBALL BB 10225 N- S^S-'JSff-^. 2X2 iLAUB IT 0N . BL/WEARY JAZZ 521 N- 



765"*sallie~mae7qTve" 5e - time ARC3000N- 

266 BRAND HEW CHAIR/FINANCE MAN CHANCE 

1135 E# 0*a.Graan 

267 WINE.WINE/BOOOIE HOUR CHKER789 E# 
SADIE BIRCH Shi Shalrti tt» II Hat A.« 
768 LOVE"NEEDS _ HAND/l CRAVE R0BD?1 21E» 
• IRDUND_5T1£T Rarity Cael Swing Ca«b._ 
Tn.lT Instrumental •^iaa _ Prar,"'Tan»r ?? 
269 SLEEPY GAL/BIRD LAND JDMP JAI5005 E 
L.O*. BXRKHEAD Falk $3t35 mln 



322 COLLECT IN RENTS/THIEVES 0K4682N 
BROTHER BONES Graat Jlva 

T23" 1 'kVow7rsd'"wTn5 Tempo - 64* n 

324 JIVE MEL0DY/JA DA " 672 N 

325 ROSETTA/BUOQERS " 674 N 

326 doll dance/chinatown " 668 n 

327 lou easy ana/me theme 166 n 

£ILL_BROWN_ «Rad Hat Jab*, styl. tp 
an Gain, woaallat aaunds Ilka 
Cl.Wllliama, Rara Bl $3.00 mln 



7aTtur7» _ fTnT pianV 4 t.T R.W.LittTaE.t. T^S Rt»lisON~CO'nNff/CASH RIVER C015757N 3 2 »*0OME ON W/OOIN VARSITY 6064 N 

BESSIE BROWN Flna Bl Vaaal $3 



BLACK SWAN 4TET Rara Blaak Swan Wing 

LaBaT| — Rm Ovp T '3r5.w"Nit _ pT^tag3rV.v. ?2? PORK ClioF BL/DELTA CO 14036 N 
271 COME FAITHFUL/NEED THEE B.8. 2028E# BOOTS BROWN Junpin Raapin Bl Band N ! 



OTIS BLACKWELL R 4 B Bluaa Cenvlatar 
T77 %ARS/DADDY nOLLW"sTONE - jTDT784l)(' 
273 00 WAY MR BL/I«M BACK " 79« « 
EUBIE BLAKE* Blackbirds Ork *1930$3mln 

T74-RIVEr,stay7cmSries crF 3A?3 e* 

275 CUTIE/brOKEN REGAL 919« S# 1J21 

"ShuffTi Alang" Ork 

276 BALTIMORE BUZZ/BANDANA VI 1*791 E# 
BLUE SKY BOYS Falk »$1.25 
777-ROANE WUNTY7BR0WN BB 8"693 « 
BLUE STARS Pep Llka LamoarWJ.ndriak 
" ~ R.7a - SiyTa _ sTnga 
278 KISSINO DANCE/BDWAY MERC 70877 N 

HARRY BLONS DIXIELAND BAND 12" extended 337 U 'MDS ME/TWINQ ATUS 1023 E 



530 SHORtNTN BREAD7BU3 , arPRE7UXT03ll 
CLEO BROWN Be.gia Plana ~ ~ ~* 

5"3i ¥m*To?37»mri>t 53*6 s# 

33 2 STUFF HERE/CRASH Gene Krupa 

EC 3(83 NE# 
GAYLE BROWN Bl 

533 OONE - DAYs7o"!E BABY BR 84003 N 
HENRY BROWN Claaale Bl of 20s 

Jgg fpSWNs-BT/JrsHT.-sTo-w" 

PETE BROWN lnal. Carter, Easy Mara a! 

335" "ocean moti6n7temFo""de TbTiF W 
336 just plain/mop savoy 578 E# 

PINKY KOKOMO BROWN 



52 YES BARREL/OUT BUCKET CO 3«152NHat5 f**! BREADy^APBRBOY PLEASURE 1002N 2 1 3 NOBODY NOS/OLD MAN BLTIW(SW) JK209O ?8 RPM Oraat Fidelity AUDIOPRILE $2 FMSTON BROWN Ba.gl. 3umTln.t rum 

53 MUSKAT RAMBLE/SKID CO 36153N SWOON OOOH/0 SPIN WOLF 1219 E# EV # 279 INSPIRATIONATC. AP-6 E# S» WALK M/ffALK OFF OLD T0»N1046 E# 

54 CORNET SUEY/MY HEART CO 36154N " 130 BLUE LU/iUIET KEYNOTE 646 N 214 WHO'S SORRY NOW/SLEEP Y MELJAZZ7 001 THE BLUES WOMAN _Whe^a »we?T^e a Quee^ROY BROWN Vaaal 4 £"P bag 

V. UM NEXT%RIENTAL ^TRUT C0361WN" CHARLIE BARRET ORK Hla Graat Swing Clasa. fig $1.6} ,tn ISO CRYli? BL7v5o IT JUKEBOX $02 N »5 »ANnY BROWN/BITEE DELUX Tl 28 n 

56 T? U OTE^CoISnOT m 9M N W CABA^AN/sTRUTORS BALL-AP 1070 N- " x - 0LD _ Z± ■ r2L EDDIE BO <S R»p.r an OH 3« DOUBLE XING/ JAMBOREE « 3311 N 

f^'SSSS^ wS£l£m*& CHARLESTOH ALLEY/POMPTON - 1105 N- ^ ^T^luX^U^- ™ ^M^^flZJi H ~ ~ ~ ~ 341 DEEP SEA DIVER/BYE BYE BABY 

216 MOOCHE/BL IN AIR VI 201510 E »OYS F.llfEarly JO* Stuff fr»_ 

BIX BEIDERBECKE $1.25 mln ..ah ir * m W »U> •»« 

517 EaVENP^rT SI7PTDGETY-WTRTC22 N 282 PLAYED OROAN/SHEPARD VAR 51" N 

218 OH BABY/JA77 UK BL ~" K N 2«3 SILVERY SEA/ARKANSAS - 5121 N 

219 moK«RATT« RAG 0BEOB2334H I™-™** BAND_S-1.. S^_B^JO'. 344 ^ W ««W W» 5O»0 

220 ROYAL GARDEN BL/JAZZ ME— ^ fc fj*S£^» ^t"' ft V^BEm ^Tol 

ZUZU BOLL IN Bl Man Rara Taxa. Label BEORGE BRUM IS 



Rare GOLD STAR LABEL 636 E#C $1.25 

342 JUfrED DEYIVLAST KINO 4715 SW 
DAVE BRUWXK Hla PioneerTleearda 

343 undecided/Saoic Fant"5o6~n~ - 



220 ROYAL GARDEN BL/JAZZ ME " 334lE# 

221 SORRY/ JAZZ BALL PARLOP HONE 2711 E# 
BELL BOYS OF BROADWaV Amerlean Master 



5* MO ACCOUNT/LUCKY OUT DE 2934 E# «J ^SS222-2. „ JL2&JL 

59 JODIE MAN/I WONDER DE 18652 E# W« «-» SESSION/STOIO ST. BB10172 (ft 

60 «nS o^f/st"tic $U25 135 LILACS ' 10439 E# 

DE(E) 03594 N 136 DEED I DO/*ERE WAS I " 10669 E# 

61 HOBO CANT RIDE/U'U HJCA 119 N J» BREBE 4 I/FABLE ROSE BB I0696 E# 

g IfflW^-W 1 5 1°£%5& IT™"- ^ % 

6, savoy m *J2L£&fZ m - pSi^g^'tj 57W 23 ta- ^SS-jir^ «awwffl|^^ h 

Ty tiger £^ltwt^TOboqb2^**3 claude reigns/really bap 71222 e# a ~ t f^^ 04 n Bln V 2*7 oa.bo bo/riversideTl-^1047 n- wjua ^5 TW/nsrB 1P ,, u 

68 SUNNY SIDE/FT 2 POLY~?lo5lO N II "* 2 GOOD 2 B TRU/THRIL L MEL0TONE6 0712V#797 TfcTRf FoolThaVE" T ~ME"rc 70824 N BONN CUE HE Ceil Medem Plan. Sales 3*5 AMATEUff ITlTE/OVER AP 363 N 

t tST ^SSlhS^SSaA "? «»™>** 2 M^2b?^0RMAN^ OI f sttSTK Lf fr/^pa «¥ MUSKET - RAMBli/^UMBO WW ™ ^ I^S:^!^ E. 

78 WANT GIRL/YESTERDAY BL SWING 223 N 146 SWINOIN NOTHM/I CANT RCA 202632 B> pV^diRi" FiK.~Ban7 T^ird^eaStoilw 289 ROOSTOLOGY/TROLLEY S0TJonT6O2 N 350 BADDY *0lTU7CRAV"IN"O 0K8004 E- 

70 WANT QIRL/YESTERDAY BL SWING 223 BARRYMORE 225 CANTON HALl^HALANffiS CLEF8MM Erf «»TS 4 BUDDIES Fin. Unaung Taxa. Nagra BUCHANAN 4 ANCELL FLYING SAUCER 

71-SDJOIN RAIN7UR MOM VI 22012 E# «M BASII'S ORK Great Srtng AU«ara JESSE BELVIN T.rtur. Bl v. w. a N.rv.. 290 HAUNTINO MEMRJES/T1ME BB 6880 N BUCHANAN_4_G00DMAN LUNIVERSE 

FRED ASTAIRE Slnfi. Hit. fr- HI. M.vl. J« » ? BLACE 246" E^i Wr ^iJ, 3 T .- - 55 jJoLLYWOOD LaD.T ~ ' 2 91 WEEP /THE 000 BB 7217 « 

Trio streTos/cheek _ br 74srv? Dii." ^ dark/oeoroiana 1576702581 e# 227 HANQ IBABS cut/dream girl h 120 n 2 ? 2 aent misbehavin/lady bb 7241 n 

73 BABY DOLL/BELLE NY MOM 305W N 150 SENT 4 U/SWTNGIN BL •• 02619 E# ERNIE BENEDICT Falk Bl 2 93 SALUTE HARLEM/DO RE MI BB 7?44 E# 

74 S WONDERFUVROMANCE-ASTAIRE11098 N 151 SMARTY/LISTEN CHILDREN BR(FR) 5 05113 228 SILVER-S?ARs7KE"EP 5k CONTIN 8028 N «i IOOZE Fln._Sing.r Claa.l. Bl_Over-_ 3g ^^^^^ ~. 
^™s OT /L0^R. I ^I22755 El^^ 



352" Flyin"o""saucer7Ft 2 L.lol n 

353 MARTIAN MELODY/SAUCER 1.105 N- 
MILT BUCKNER ORGAN TRIO SCOOTER 



356 ACE HOLE/GAL SAL MELO 60610 E-V 
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RECORD RESEARCH 

THE MAGAZINE OF RECORD STATISTICS AND INFORMATION" 

PUBLISHED BI-MONTHLY AT 
Ijl HART STREET 
BROOKLYN 6, N.V# 

EDITORS 

BOB COLTON 
LEN KUNSTADT 



STAFF 



WALTER C. ALLEN 
WOODY BACKENSTO 
JOHN H. BAKER 
PAUL CHAROSH 
SAMUEL B. CHARTERS 
ROGER DUNN 
RICHARD DUPAGE 
HAROLD FLAKSER 
BARRY HANSEN 
SHELDON HARRIS 
FRANK KELLY 



CARL KENDZIORA 
JOHN MCANDREW 
MIKE MONTGOMERY 
ANTHONY ROT ANTE 
ERNIE SMITH 
HARRISON SMITH 
JOHN STEINER 
JAMES VAZOULAS 
HOWARD WATERS 
RAY WILE 

MIKE ZACCAGNINO 



and JOE NICHOLAS 



RECORD RESEARCH ANNUAL SUBSCRIPTION 

for six. issues 

Single Copy - 3(V 



- $1.50 



U.S.A. 

CANADA - $2. 00 
FOREIGN -$2.00 

GREAT BRITAIN - 15 /d Single Copy - 2/7 
REPRESENTATIVE IN GREAT BRITAIN 



Single Copy - 35<t 
Single Copy - 35<z? 



DEREK COLLER 
25, BROAOF I ELD 
HARLOW ESSEX 

CHANGE OF ADDRESS: Please Notify Us. 

We are not responsible for non-delivery of magazine 

unless we have a correct mailing address. 



THE CONTENTS OF RECORD RESEARCH 
ARE INDEXED EVERY MONTH IN THE 

Music Index » # the key to current 
music periodical literature 



IT A CHECK APPEARS IN THE SQUARE BELOW, 
YOUR SUBSCRIPTION HAS EXPIRED WITH THIS 

ISSUE. PLEASE REMIT $1.50 TO RECORD 

RESEARCH, 131 HART 8TREET, BROOKLYN 6, 
NEW YORK, AND YOUR RENEWAL WILL BE EX- 
TENDED FOR AN ANNUAL SUBSCRIPTION OF 
SIX ISSUES. 



MAY WJC SUGGEST A RENEWAL 
FOR (12) ISSUES - $3,00 



BLUES RESEARCH 

A Vehicle for exploring the vast field of con- 
temporary blues recordings. 

A Milestone in Discographical Research 

Available now from Record Research at 30/ ea. 

ISSUE 1: (Out-of-supply). We may reprint this issue 
if there is sufficient demand. 

ISSUE 2 covering: Peacock, Duke, Progressive 
Jazz, Chart. - 26 pages. 

ISSUE 3 covering: Aristocrat, Chess, Chief, 
Rhumboogie, Sultan, Melody Lane, Hytone, 
Sunbeam, Glotone, Ruby, Bandera - 24 pages. 

ISSUE 4 covering: Savoy - 36 pages 



ISSUE 5 (In the preparation stage); 
Will cover WEST COAST labels, and there will be a 
revision of TRUMPET and GOLD STAR labels. Order 
now. Send 30/. 



RECORDS 
WANTED 

interested in buying outright 

collections of Jaxz, Sweet, Swing, Personality, 
Blues, 

WRITE, WIRE, OR PHONE 

RECORD RESEARCH 
I? I HART STREET 
BROOKLYN 6. NEW YORK 



Following back issues are available now: 

RECORD RESEARCH at 30<z< each: Nos. 9, 11, 15 
16, 18, 1-9, 20, 21, 22, 23, 24, 25, 26, 27, 28, 29, 30] 
31, 32, 33 

Regarding RECORD RESEARCH BULLETIN: 
Our last issue was No. 12 (no longer available). Issue 13 is 
in the preparation stage and will be dispatched when com- 
pleted to all our active subscribers. 
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THE AMERICAN MINSTREL THEATRE ON PHONOGRAPH RECORDS 

1894-1929 
A. R. Danberg 
Part 8 

MNA 



(Continued from 
issue 33) 

The 1911 Sears Robuck Catalogues ad- 
vertised "Indestructible Cylinders" for 27{f 
apiece, including many minstrel perform- 
ances. These were on the "Oxford" label, 
perhaps cheap re-issues of Edison or Colum- 
bia matrices. 

MNA Oxford 654 

DIXIE MINSTRELS #1 

MNA Oxford 655 

DIXIE MINSTRELS #2 

MNA Oxford 807 

DIXIE MINSTRELS #3 

MNA Oxford 863 

DIXIE MINSTRELS #4 

MNA Oxford 1013 

DIXIE MINSTRELS #5 

MNA Oxford 1124 

DIXIE MINSTRELS #6 

MNA Oxford 1231 

DIXIE MINSTRELS #7 

There was also a "Rambler Minstrel' 

series: 

MNA Oxford 720 

RAMBLER MINSTRELS #1 

MNA Oxford 741 

RAMBLER MINSTRELS #2 

MNA Oxford 789 

RAMBLER MINSTRELS #3 

MNA Oxford 790 

RAMBLER MINSTRELS #4 

MNA Oxford 871 

RAMBLER MINSTRELS #5 

MNA Oxford 963 

RAMBLER MINSTRELS #6 

MNA Oxford 988 

RAMBLER MINSTRELS #7 

MNA Oxford 1056 

RAMBLER MINSTRELS #8 



Oxford 1078 

RAMBLER MINSTRELS #9 

MNA Oxford 1146 

RAMBLER MINSTRELS #10 

MNA Oxford 1184 

RAMBLER MINSTRELS #11 

MNA Oxford 5190A-B 

RAMBLER MINSTRELS #12 
"When the Band Strikes Up Dixie, " 
"Smiling Star. " 
& RAMBLER MINSTRELS #13 

"Down in Georgia Camp Meeting 
Day, " "L-O-V-E spells Trouble 
to Me. " 

MNA Oxford 5508A-B 

RAMBLER MINSTRELS #14 

& ' " #15 

MNA Oxford 5571A-B 

RAMBLER MINSTRELS #16 
& " " #17 

The "Carolina Minstrels" had three 
records, Oxford 3012, 3075, and 3138. 
Other numbers on the Sears Robuck Oxford 
label described as "Minstrels" included the 
following (no matrix numbers available): 
3448, 4016, 31609, 13000, 32952, 13001, 
31691, 33161, 13004, 33031, 13002, 
33104, and one more record for which the 
matrix number is available -- 

4017- Oxford 4017 
2-13 MINSTRELS "Smiling Star- 
Ore. Acc. 

In 1921 the Sears catalogue was offering 
Columbia records. They advertised one 
minstrel record. 

MNA Columbia A 5173 12 inch 
MINSTRELS 

"Linden Green", "Fly, Fly, Fly," 
"My Rosy Rambler" 
& "My Uncle's Farm" - 
Golden and Hughes 

(To be Continued) 
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On March 9, 1961 , our great friend and inspiration, 
Wilbur Sweatman, 'the daddy of the jazz clarinet', 
passed on. In a forthcoming issue we shall enumerate 
his deeds which were many. 



BEHIND THE COBWEBS 

- Kendziora - (continued) 

looks like a white panel in the cut, but is 
actually of variegated light pink and gray 
shades. Our illustrated specimen is Sunrise 
30034: (a) If I'm Dreaming (3789A) as by 
Twilight Dance Orchestra, Waltz with Vocal 
Chorus/ (b) I Love You Believe Me I Love 
You (3784A) as by Bear Cat Jazzers, Fox 
Trot with Vocal Chorus. These masters 
date as late 1929 (mx 3857 is Jan. 24, 1930) 
and this is verified by the tune dates. The 
first song was copyrighted on Oct. 16, 1929 
and the second is from the 1929 film "The 
Vagabond Lover. " Further facts regarding 
this very obscure Grey Gull product are 
urgently needed. Anything which might 
reveal the time span of the label, where 
marketed, price, etc. might be of great 
help. So who can contribute something 
about Sunrise? 

No space this time for any of our other 
column features like thumbnail resumes of 
labels or obscure records of the month. 
There are many who have written us and 
we have not replied. The typing of the 
Perfect Catalog has taken so much of our 
time that we've had to neglect correspon- 
dence to a far greater degree than usual. 
We'll try to get to it shortly as the typing 
is nearly finished now! Write to Salem Rd., 
RFD 2, Pound Ridge, New York or c/o this 
magazine. Until next time. 



